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Sattriya  Dance 


wrfeTr  3ik  wferf,  ^  w  ^kft  tff 

'HIHiomi  =Ft  1-jfTT  3RR,  TTRT  %  ^xR-TJcff  RFT  if  f|  ‘  3RTR’ 
TRf  ‘  3RTTtt’  k  fHNH  f,  kRLTT  11A£d  k  3T«f  t  3RRTH 
RT  STf^xfk  (^te)  I  SMlf*,  Rp5  fkg[HT  RtT  f^RTR  |  % 
dm  3T?m  trrtt  R  rti  t  t^mid  fdfem  im  r 
m\M  dm  dd  mm  m  ytret  kmi  amm  mi  mWm  34k 
eftm  ^jcdt  re  dm  tett  trrett  t,  m^fm  mm  %  mmc  md 
mdT  mm  riet  ^mrm  te  k  e?!  tteE  ti  mfdfmm  we  k 
dm  dtm  i  fm  3mm  mt  kkkr  3ik  te  mt  tre  sik 
didiT  ti  mm  Tjfd  %  etzrtre  k  (str)  vidi®<1  fm  ■'j. )  tr 
d^fdmf  m  dmmtd  dd^fdmt’  k  d?mfdr  md  k  rete  kk 
dsfddmm,  3dmdt,  3dfdmdt  ark  eteeww  mr  krf  t  mt 
dRd  %  Mdm  ddmf  k  mu,  d-mm  dm  wreet  me 

mdTfm  fi  admdmdt  tjeT  reet  %  tmd;  EEikkr  md  k  wiki 
k  mimT  rndT  t  fdmd  dnfdm  k  3m,  ee,  rnfrnd,  3kr,  err, 
ddim,  dmmrfdd,  fdd?  str  drafmdi  drnmrfdd  mt,  eeet  mt 
^jdf  ddft  %  dm  k  dt  mm  midT  f,  et  eeett  m  m^fdm 
3mm  dd  dTdtd  dm  't'l 

mtdt  mdt  ddd  #t  d  3mdt  mjfddf  k  dd  %tet  t  fm  640 
fmfl  k  Rdd  md  d^  dffd  dft  3mm  dft  dim  dff,  mr  ddd 
dfdfdd  mm  dmmmrdd  d  dm  dm  mitd  dft  wtRiky  md 
dddd  ddRdd  fmdTI  3mm  %  -^ckt  dd  ddd  ddd  dTdddFRd, 
mTfdmrjmd,  krfkktkE,  mfmtdmfd  k  kf  Ekf  3#ej  fEwm, 
dfdmfdm  3#mddf,  steer)  3rrfd  k  dt  dim  eet  ti  9kf 
TTdmdt  ftdt  %  ddddd  %  ddT  ddmdndkd  %  dm  dm-dd 
3#mRd  d  mffmdf  dd  mmft,  dft  3fk  ddgfmd  mm  ddT  ti 
3mm  mm  rndmdm  d  mfdd  fm^mme  d  w  m^d?«R  k  mft 
dzmd  Tffcf  sfk  frmjr  Iddd  ^m  mim  m^  fdmdmdn  % 
3mdtd  f  mt  mdddd  ^m  3tk  mftd  ftdft  %  wm  dmmr 
IdcJHH  f  I 

isdf  didimt  fmt  d  3mm  %  ddn  mmd  m  sfc  ^drnm 
dfmdfd  (1449-1568  fddt)  dRT  dfddT  ^d  mt  dd 
%  ddR  dm  dTfmddlddt  dT^dd  %  dd  d  dfdfdd  dRTdT 
ddTI  mflf  dTfkm  mftfddf  stk  IRddd  dddld  k  ddft'»-]d 
3mmrt  ddTd  %  mdid  ^m. ^  mftd  %  mj^f  mdm 

mt  mm  mr%  rndn  sfk  dfmd  mt  rntm  (ddimfdd  fmdi)i 
mrfd  fddtdifdddi  %  smdtrnmr  %  fdd  dmkf  3tktdH  fmdi 


Assam,  the  land  of  hills  and  valleys,  the  land  of  the 
mighty  river  Brahmaputra,  the  land  of  the  mother  goddess 
Kamakhya,  lies  in  the  north-eastern  region  of  India.  The 
name  “Assam”  is  derived  from  the  term  “Asom”  which  in 
Sanskrit  means  unequal  or  unrivalled.  However,  some 
scholars  believe  that  it  has  been  named  after  the  "Ahom" 
dynasty  which  held  sway  over  the  state  for  a  period  of  six 
centuries  prior  to  the  British  rule.  Assam  has  a  rich  repertoire 
of  religious  and  folk  dances,  however,  these  are  not  so  widely 
known  by  the  people  living  outside  the  state.  Literary 
evidences  suggest  that  Assam  has  a  long  and  strong 
tradition  of  music  and  dance.  In  Bharatamuni’s  Natyashastra 
(2nd  century  C.E.)  there  is  reference  to  four  pravrittis  or  local 
usages  in  dramatic  representation  i.e. ,  dakshinatya,  avanti, 
odramagadhi ,  and  panchalamadhyama  based  on  differences 
in  costumes,  language,  gestures  and  professions  in  different 
regions  of  India.  Odramagadhi\s  the  local  usage  for  eastern 
region  which  included  Anga,  Vanga,  Kalinga,  Odra,  Magadha, 
Nepala,  Pragjyotisha,  Videha  and  Tamralipta.  Pragjyotisha, 
also  known  as  The  Eastern  City  of  Light’,  is  the  ancient  name 
of  Kamarupa  or  modern  Assam. 

Hieun  Tsang,  the  Chinese  traveller  has  stated  in  his 
memoirs  that  during  his  one  month  visit  to  Assam  in  640 
C.E.,  King  Bhaskaravarman  entertained  him  everyday  with 
performances  of  dance  and  music.  Reference  of  dances  of 
Assam  are  found  not  only  in  the  Natyashastra,  Kalikapurana, 
Yoginitantra,  Abhinaya  Darpana  but  also  in  sculptures, 
historical  inscriptions,  relics,  etc.  In  the  copper-plate 
inscription  of  the  King  Vanamalavarman  of  Kamarupa  dating 
back  to  9th  century  C.E.  the  dancing  women  have  been 
referred  to  as  varastri,  nati  and  daluhangana.  Nataraja 
sculpture  in  sandstone  found  at  Sibsagar  and  preserved  in 
Assam  State  Museum  and  dance  panels  at  Tezpur  are  some 
of  the  sculptural  relics  which  stand  as  testimony  of  the 
existence  of  dance  and  music  forms  in  the  state  of  Assam. 

The  Sattriya  dance  form  was  introduced  in  the  1 5th 
century  C.E.  by  the  great  Vaishnava  saint  and  reformer  of 
Assam,  Shrimanta  Shankaradeva  (1449-1568  C.E.)  as  a 
powerful  medium  for  propagation  of  the  Vaishnava  faith.  He 
integrated  art  and  bhakti by  creating  a  whole  gamut  of  dance, 
drama  and  music  for  the  upliftment  of  the  Assamese  society 
then  ridden  with  religious  malpractices  and  cryptic  tantricism. 
He  advocated  repudiation  of  caste  priviledges  which 
appealed  to  the  broad  tribal  base  of  the  state.  He  composed 


#  fm  %  sro  ftfr  rtt  ftfr  stptt  i 

f^itr  F  siftf)  w  F  3tfT  rtf?)  ^fRFtt,  fff),  fiMt  rrt 

3FR  dc^Tl  %  fFRF  Rid)  RRRtcft  FTFT  F  FF  Flicl^d,  FFR5 
3TFFt  RIFF  R?l  TRRT  RTtl  FFTR  RRfRR  f)  FpRdFI,  F#M 
RTfFR  %  3ffcT  fR:FF*f  PM  T^  3TRFR  rrtrt  Ffc 
FlRR  FtR  Ft  RRRT  F  Mftf-FT  R7FRTI 


FITR  FFTR  TJRTFF,  FdIFK  sfk  FntRRFT,  RtFR 
%  FRT  3TRfc[  RrnrR  tr  rt)  FFFFTT  F  MRf^d  FFRTI  FFTRRTTFTt 
Rlt  R^JR  %  FFT  F  M  fRRR  %  Ml  RI>  R<tlH  hlR,d)  F 
FRF  dll  PR  i?l  RI  FRhl  ^FT  3FT  dld^h  RR  RRT  FTRTRT, 
^IdlfKdT  RF  FRT  'glTT  FF  Fit  RfRiTT  %  FTR  fFFfFR  3^R 
FTfFR  PFdl  Jldl  i?l  IF  -^FT  dd)  RTT  3HHd  RTIFF  fRRTT  3TTT 
FR)  F  FTR  RjFTR  %  RTTFR  RRRFR  RF  F  FfRRT  FTP  flRT 
Ml  RTF  F  RI  "^FT  TfFft  FF  Pdfn^  ^fFT  ddl  %  FF  F 
PrfPFcT  R  PdWlPTd  if  I 


RR  3TKTFTR  it  Fid  3TFF  f  r)  ^FT  TlfdRT  Rt’  dd 

FtRT  FfFFT  3^  adlF  RTTFRtR  RIF  (3TRRRT)  TTf%cT  <d<IFll 
STMT  nfdd  '=JFpT  %  it  y^K  3TR  cIRi  3hFH  F  'f-  y^bdldl, 
PjHHH  3TtRT  nfcrd  '•JFT  F1)  <(dl  Rtt  ^Rl  %  FRFT  IT  F*JI  FTRR 
RTf  FFfR  RTld  fl  FRFT  3rh  MTIR  FpR,  FFTRR,  F^FFR  Ftl 
RpS  RFM  %  FFFt  F¥1  If  FIR  %tt  FF  f|  RTfFR  Wl 
(FR)  RR  T^Fdld)  FtRT  -qfFFf  t  3rfc  MTIR  FtcT  MR  FFRTR 
M  tl  TIRF^R  ^r  FF  ii  3TR%  tlRRT  RTfife  ai^ldT  F 
odi^K  Ftcfr  Rl\  RfeTI  3TR  cTRT  Ft  MTITT  FtcT  3TFF  %  PTRt  % 
RTfit^  3HjWHT  M  T7^7  FFT  fl 

3TTRT  qfeFI  PPJI  %  dctdi  %RFT  ‘  1 1  d  H  3flF  it  dfl  dHcl 
M  giT3tt  3fk  vIcdlRS  TTfcRTf  IRT  Mfl  (STFFTH)  M  ■HHsHIcl 
Ft  ^1  3TRT  Hlcn  HJI  RTT  ^RJcRRFTf  3TtRT  di^dldl  if  3TtF 
3FR  1  llRdi  RfT  3TtMT  RiT  FFtl  ^f  FTR  ^  ^  mRm  RilT  Rldl 
■fl  ^RT-yicrd  F^JI  M  ^FRT  RiJMMlf  61  d I  if  Rt  3TTRT  Rit 
3T5lfl?TfF  F  FFRit  PdMdlRdi  flFTIT  fl  Rflf  IRi  IRUFt  ^ 
RiT  FRF  t,  RFt  WIT  R  FfRRT  ^FT  %  FTR  FTRTrRRi  RRRT  3Tk 
RTI  RTpf  %  FTR  ^?R  ^IT3tt  Rit  FFRRT,  ^RRTFt  ^JFI  RR  FfRRT 
^FT  FT  IW  RFTR  Pd^ld  RFRt  fl  FfRRT  ^fFT  FT  3RR 
^RRIcFRi  RFTR  3TFRt  FftRT  ^cRI  (R^,,  FlR  It  II 

tJFf  F  FfRRT  ^FT,  FtFR  R1RFRR,  RR%  FFTR  FffRFR 
FTFRIR  3#T  3FR  RTF  %  Rtf  FF?fRR  3TfT  3T^RTfRRT  %  RTIRR 


a  serene  and  peaceful  Assamese  drama  in  Brajabuli 
language,  a  mixture  of  Maithili,  Assamese,  Hindi  and  other 
elements,  easily  understood  by  the  masses.  He  made  the 
audience  aware  of  the  bhakti  rasa ,  selfless  devotion  for  the 
supreme  being  and  introduced  them  to  the  art  of  harmonious 
living. 


A  great  social  reformer,  artist  and  musician, 
Shrimanta  Shankaradeva  introduced  the  concept  of  Sattras 
i.e.  Vaishnava  mutts  or  monasteries.  Majuli,  the  world’s  largest 
river  island,  surrounded  by  the  waters  of  the  mighty 
Brahmaputra,  houses  the  largest  Sattra.  This  neo- Vaishnava 
treasure  of  Assamese  dance  and  drama  has  been,  for 
centuries,  nurtured  and  preserved  with  great  commitment 
by  the  Sattras.  Because  of  its  religious  character  and 
association  with  the  Sattras,  this  dance  style  has  been  aptly 
named  Sattriya.The  dance  form  evolved  and  expanded  as 
a  distinctive  style  of  dance  later  on. 

There  were  two  dance  forms  prevalent  in  Assam 
before  the  neo-Vaishnava  movement  such  as  Oja  palli  and 
Devadasi  with  many  classical  elements.  Two  varieties  of 
Oja  palli  dances  are  still  prevalent  in  Assam  i.e.  Suknanni  in 
which  the  Oja  palli  dances  accompany  the  choral  singing 
on  the  occasion  of  the  worship  of  the  serpent  goddess, 
Manasa  and  Vyahar  geet  are  the  songs  adapted  from  the 
Assamese  versions  of  the  Ramayana,  the  Mahabharata  and 
some  Puranas.  Suknanni  Oja  palli  is  of  Shakti  cult  and 
Vyahar  geet  is  of  Vaishnava  cult.  Shrimanta  Shankaradeva 
included  Vyahar  geet  into  his  daily  rituals  in  Sattra.  Till  now 
Vyahar  geet  is  a  part  of  rituals  of  the  Sattras  of  Assam. 

The  dancers  in  a  Oja  palli  chorus  not  only  sing  and 
dance  but  also  explain  the  narration  by  gestures  and  stylized 
movements.  The  leader  of  the  Oja  palli  chorus  is  called  Oja, 
and  few  other  singers  who  support  the  Oja  in  music  are 
known  as  pallis.  Daina-palli  is  the  second  leader  of  the  chorus 
who  assumes  the  responsibilities  of  Oja  in  his  absence.  As 
far  as  Devadasi  dance  is  concerned,  resemblance  of  a  good 
number  of  rhythmic  syllables  and  dance  postures  alongwith 
footwork  with  Sattriya  dance  is  a  clear  indication  of  the 
influence  of  the  former  on  the  latter.  Other  visible  influences 
on  Sattriya  dance  are  those  from  Assamese  folk  dances  i.e. 
Bihu,  etc. 

The  Sattriya  dance  in  its  origin  formed  an 
indispensable  (and  a  major  component  also)  part  of  the 
plays  of  Shrimanta  Shankaradeva,  his  principal  apostle 


qq  Tcf7  3H(Hc||4  (UqT  qqiq  3}qqq  ft)  «R  qqtl  ftfcT  fq,<4d 
qT  qiqqttq  %  qRqff  °Ff  TTF^frPTf  3qqqf  qT  ffqtqT  qR  qT 
^Hpcbqi  'i-TT3THT  %  HIM  f  ^llil  ^lldl  'fl  'HfVd  %  yqK  %  IdU, 
qq>  TTTqq  %  f  fq  3h P+i -q |  qq  qT  qqqqff 

qRqr  qft  q>cqqi  qft  qfi  q^  -q^r  aqqq  ^  qtft  fr  arjqk 
fqq  qRq  ftft  i  Tfjq  ft  ^q,  ^qq  fir  qRq  qq  Prt  qR 
fqqrqqfqr  qqqfq  fi  qRq,  qRqflq  qqq  qft  fdffRdi  qqn 

qRRT  fl  ^  3HpHc||4d:  3fi|cqpc(-d^M  f  q^cT  ftcH  t  fk 

fqfq  T^q  f  ffqq  qqq;  qT  fqqn  %  arf  qft  tw  qrrqi  ft 
TRqq  qfkf  fmT  ti  ^rkt  fk  qqr  fqqp  ^rt  fmT  t  RTT 
Trek  qft  qfqqf  fqrft  ^ttst  RqqT  3T?f  qq  qff  qqTft’i  fqqps  fk 
qqT^TWTrqq? ,  3oHI6 ,  d^P-ddl  fk  <dlP;drd^IJt  ^ck ,  STffqi  qR 
qq  q^  fq^jq  wrr  qqTRT  fi  qrfqqT  ^rt,  RTqq  q«TT  ^rt  qq 
affqqffqr  fqfr  qq?n  ti  qrqq  (omiisMH)  fk  fqK  qqq  qrRT 
f  ftf  f  1 

ftfq  qfqnfq  qm  qfqq  qr?  qRqr  f  :  qqffqMRTq,  f#r 

flkTR,  ^Pd-H'Jlt^qq,  MlRkld-TTR  sfk  qqfqqqi  {IHpcMk-qR 

qq  frrqR  fm  kft  qRqf  qft  fqqq-q^  ‘qrnqq  qrM’  qq 
sTmTfqq  ti  3Rjq  fqq,  fkqq,  tfRTPpqqT,  afk  ^fk-cjfqqT, 
qqr-^qT,  ^qnqr-qqR  fk  qqzm-ydNi  qq  fq  qiqqqq  qft 
qrrar  fi 


Madhavadeva  and  other  later  apostles  and  disciples. 
The  performances  of  Shrimanta  Shankaradeva’s  or 
Madhavadeva’s  dramas  are  known  popularly  as  Ankiya  naat 
or  Ankiya  bhaona.  The  Ankiya  naat  or  one-act  play  was 
conceived  by  the  saint  as  an  audio-visual  device  for  the 
propagation  of  Bhakti.  It  is  a  highly  stylized  theatre  form  as 
well  as  a  fascinating  spectacle  combining  nritta ,  nritya  and 
natya.  Natya  highlights  the  dramatic  element;  nritya  is 
essentially  expressional,  performed  specifically  to  convey 
the  meaning  of  a  theme  or  idea  and  nritta  on  the  other  hand, 
is  pure  dance  where  body  movements  do  not  express 
any  mood  (bhava)  nor  do  they  convey  any  meaning.  Dance, 
pure  and  illustrative,  vigorous,  majestic  and  graceful  form, 
the  large  repertoire  in  the  Ankiya  naat.  Sattriya  dance  leans 
heavily  on  singing  and  dancing.  Speech  and  dialogues  are 
minimal. 

Some  of  the  plays  written  by  Shrimanta 
Shankaradeva  are:  Kaliya-damana,  Keligopala, 
Rukminiharana,  Parijata  harana,  and  Ramavijaya.  The 
theme  of  these  plays  is  based  on  Bhagavata  Purana 
except  in  the  case  of  Ramavijaya-nata.  Arjuna-bhanjana, 
Chordhara,  Pimpara-guchuwa,  and  Bhumi-lutiwa, 
Rasa-jhumura,  Bhusana-harana  and  Kotora-khelowa  are 
ascribed  to  Madhavadeva. 


qrfqqT  ^jrt  f  qft  q  aqqqq  (qqqr)  f ,  ft  fq  ^jrt  qq 
TTTrqtq  qqf  fi  qq  TTRq :  fq  f  ^q  q4  3rft  qqqr  t  sfk 
qqif  qR q  qq  ft  srqqq  1 1  qnq  qft  3Rq  qqqqfq  ^qq  ftffqf 
qft  qffq,  qfqqi  q?q,  qTfqfR  qfm-qqqr  qq  sr^rqq  qnft  fi 
qf  qqq  ^fq  ‘qRqqqrq’,  qqt%qqq  qq  ‘qffqq  qfq’  aff 
qjfqq  qq  ‘ TRrqqqnqqft ’  1  qfqqi  qfroqq 
^q  %  q^rr,  qK  qqqf,  fqfqTR  aqqif,  fqtq  ffk  fqfqq 
qqqq  %  ■gtfrfr  %  fqq  f  Trsft  f  q4  tefff  %  ?ra  qfqqT 
^qq  qft  qrqiT  fqifqq  frft  ti 


Sattriya  dance  has  all  the  elements  that  make  a 
dance  form  classical.  It  clearly  distinguishes  nritta  from  nritya 
and  also  has  an  element  of  natya.  Like  other  classical  dance 
forms  of  India,  the  Sattriya  dances  follow  the  authoritative 
treatises  such  as  Bharatmuni’s  ‘Natyashastra’, 
Nandikeshvara's  ‘Abhinaya  Darpana’  and  Shubhankara’s 
‘Hastamuktavali’.  Sattriya  dance  tradition  is  governed  by 
strictly  laid  down  principles  in  respect  of  hastamudras, 
choreographic  patterns,  footworks,  distinctive  aharyas , 
music  and  a  variety  of  masks. 


RIFF  RRRT  R  PdPd^  RR  R  PFR  F  FRR  RTF  t  - 

rtrr-rtfrr  rtr  r  tjrrttI'  rtr,  rTrtI  rfr  sfk  rtF  rFf 

RTR  R  3TRR  Hld+k  y^fd-MT  R  RFR  RTFTRT  RRpFT  TRRFR, 
T$  ^RT  Rt  RF1R  I,  ^fR  RFR  Fit,  RT|  Fit,  FT  RRR, 
3TRRT  ^RT,  Ft  ^JcR,  RTgR  RTR,  %R  RTR,  RTF),  TTRRfRTT 
RTcH,  ^JR  3TTfgl 

^JRT  Ft  RRt  ftfcRTf  R  FIR  3TR  RTTRT  %  RT#T  FnfFFT 
FT  3RJFFT  fFF  FTT  fl  hWPM'*  FPFR,  RMRil  fRFT  Ffc 
RRTRt  fl  TRtRTfRcT  RTRT  FTRR,  RtFRTF  aftR  RTfRTFj4  fl 
RTRp  ^JJTT  3pfT  TR  RTRT  %  ^F  f  RT  dlPdR^f  3Tfc 
VIH<K  flRt  ^F  M  RRFT  3T«rf?[  RRRT  gTR  RRJR  IFF  RTF 
T?  RR  RTfFTT,  FTfRRT  FlR  FT  RR  fTKul  FRTTI  '’JTF  RR  R 
TJWT,  fFR  Fft,  %R  RTF,  RTg  Fit  FK  FT  RRTT,  FRF 
RFR  F  RRt  ^cR  fl 

3#-TRR  FT  FTRF  3T«f  t  -  RpRFP+d  I  3pfRFT,  TRP( 
3ppT  Ftk  F  FR;  RTfRFT,  RfR  3TR  FRFT;  RTRPf,  RF^JF 

sftr  ^rr;  affc  rtPff,  rtr  sffc  rtfttrT  ^  rPrffr  fFF 

RTF  tl  RfFTT  ^JF  %  3TrfRF  STpFTR  Ft  fRfRF  fRFRFR 
RRFt  RRTgRR  IFF  Ft  RfcTRT),  fRFFRTT  (ftR  Ft  RfcTF ), 
ffe  (FRF  Ft  RfFTT-),  TTtRFRTT  (rFt  Ft  RfcTRT),  RpT,  RTlt 
(RTR  FRf),  FFT  CgRTR),  RTfg  fl 


fftT  Ft  J I  Pel  FT  sjcIM  (RRRT)  %  RTR  R  RTRT  RTF  Rl 
RefF  WtWZ  RTR  FPt  F  RfcTRR  (UPd^Pd )  FT  FjMIdd  FRT 
■fl  FR  FTrT  (RFR)  tHi  ^Prd-^dld,  (RTRt  Rid),  R^JT  «JRTR, 
RR  «£RTR,  RTR  ^dH,  fRR-^d I H  RTTRRtR  RTRT  "ftF 

JM-d1dl-dfd  ,  d  <P  Idl  J I  fd  ,  Fddld'-dldd  J  lid ,  ftfl?  J I  Pel  3TllR 

FT  d6<l|t  R  RefteT  l?l  RefFT  gRT  RRRtR  Ft  RTR  dldl 
RTRFFf  Ft  RF  PdPdF  RTgfcT  RTtRR  FRFTcft  fl  RfTRR  %  F^ 
RFR  f-dlid,  ct^rft,  ^<dtdt<dl,  %tRt,  ^Rt,  FFf,  FTfRI 


Sattriya  tradition,  has  two  distinctly  separate  streams 
-  the  Bhaona-related  repertoire  comprising  of  dramatic 
representations  starting  from  the  Gayan-Bayanar  Nach  to 
the  Sutradhari  nach,  Gosai  pravesha  and  Gopi  praveshar 
Nach,  secondly  the  dance  numbers  which  are  independent, 
such  as  Krishna  bhangi,  Nadu  bhangi,  Vara  pravesha, 
Apsara  Nritya,  Rasa  Nritya,  Yuddhar-Nach,  Behar  Nach, 
Chali,  Rajaghariya  Chali,  Jhumura,  etc. 

An  ancient  classification  followed  in  all  styles  of 
dance  is  of  tandava  and  lasya.  Tandava,  the  masculine,  is 
heroic,  bold  and  vigorous.  Lasya ,  the  feminine  is  soft,  lyrical 
and  graceful.  Chali,  Jhumura  and  Rasa  Nritya  are  dances 
of  lasya,  graceful  and  elegant.  They  are  performed  by  the 
young  acolytes  i.e.  natuwas  impersonating  gopis,  the 
milkmaids.  Complementing  these  are  the  Sutradhar,  Krishna 
Bhangi,  Behar  Nach,  Nadu  Bhangi  and  Var  pravesha,  all 
dances  of  tandava  variety. 

Abhinaya,  broadly  means  expression.  This  is 
achieved  through  angika ,  the  body  and  limbs;  vachika,  song 
and  speech;  aharya,  costume  and  adornment;  and  satvika, 
moods  and  emotions.  The  angika  abhinaya  of  Sattriya  dance 
is  characterized  by  its  distinctive  style  of  hastamudras 
(movements  of  hand),  sirahkarma  (movements  of 
head),drishti (movement  of  eyes),  grivakarma  (movements 
of  neck),  gati,  chari  (foot-work),  karna  (postures),  etc. 

The  movement  of  the  feet  is  known  as  bulan  (gait). 
Dancers  follow  specific  forms  of  footwork.  Some  of  the  gaits 
such  as  hasti-bulan,  (elephant  gait),  mayur-bulan,  shankha 
bulan,  ghora  bulan,  sinha-bulan  (lion  gait)  seem  to  echo 
classical  names  like  gaja-lila-gati,  tarangini gati,  asvotplavana 
gati,  simhi gati,  etc,. There  is  a  distinctive  pattern  of  footwork 
followed  by  the  dancers,  which  are  called  Bhariman.  Some 
of  the  Bhariman  are  chirol,  leseri,  nupurcholoua,  kerepi,  juti, 
tewai,  etc. 


TTfw  ^f,  fd^Md:  3T%R  RZ  %  Rfefi  ^  ftr, 
3RRR  WM^IIdl  3Th  ddHIdl  dlPdd>  STf^FR  ^7T  y<l>Fd 
if  I  TR^TR  ^ff  ^Phcm  RFt  Id^M  7RT  ^  "5RT  RT  ^PrdRdd 
P+dl  RT  •URdl  'll  TJ5TRR  Ri?  ciifVcl  if,  Rt  RRTfcT  % 

dUld  ^  'HHd  FJRfRTFT  <6dl  if,  yK^dcfodfsTt  sftl  <^[ch|  %  RfR 
rpt£  rtr  im  t  3rfc  qfRcTOT  %  Tjwf  (f^Wi3rf)  ctfr 
Rt  wm  ti  r£t  rht,  rrtt  3?k  #m  %  rtr 

MdR  oMIteMIrHch  RRT  TJRR  *ft  RRfcT  RRTt  Rtcft  |l 


Sattriya  dances,  particularly  those  associated  with 
the  characters  of  Ankiya  naat  often  display  impressive  and 
forceful  vachika  abhinaya.  The  role  of  the  Sutradhara  can 
be  specially  mentioned  here.  He  is  the  key  person,  who 
remains  present  throughout  the  performance,  keeps  the 
liason  between  the  performers  and  the  audience  and  also 
communicates  the  virtue  of  the  bhaktirasa  to  the  audience. 
He  is  to  sing,  to  dance  and  also  to  perform  abhinaya 
displaying  various  interpretative  hand  gestures. 


Rf^RT  ^RT  R  RRFf  3#-FR  RFf  RtRTf  sfa  fdlHR 

Ttcff  cT^TT  RTTR  £RT  RRfR  fTRT  RTcTT  fl  °l?r»£CT,  STT^RT, 
^liT,  Tdeff  (TrfcTRTsff)  RFT  3TRTT  RcfF  Mrr 
wfFT  ■f'RTT  tl 

#fTcf  cT«rr  RTRcf^R  %  3Tf^RT  RR  RFT  r4  ^ 

RRF  kjjdpMd  RThRT  ^  Tf^Rf  fTFRT  fl  T  R  P 

^-Tl°Fd 'jyf  Rftj  RRR  %  %TT  ‘RTR  #l’  RFt  3RRt  ffeft  Rff 

TRRT  W\\  ip  R^R  RRTfR  RRRT  iJRRn  RFT 

■qftf^srfw  ark  (trrt)  ri  srfRRF  rrt  t^n  wi  3r: 

3?fRFRT  RR  k  SldlTdi'  RRTR  RFt  RftfkrfcT  RFt  TFT  %  3PJRK 
RRRfR  k  eTPTT  RTRT  f  fRR  s-lf+dUf  y^d+dFatf, 

RRT  ^RsRFf  %  fcTR  £kuII  RFT  RRF  kid  <$dl  if  I 


Aharya  abhinaya  in  Sattriya  dance  is  represented 
through  its  rich  and  distinctive  style  and  form.  The  costume, 
ornaments,  make-up,  mask,  effigies,  etc.  have  their  own 
characteristic  applications. 


Shrimanta  Shankaradeva  and  Madhavadeva  had 
created  the  Ankiya  naat  with  a  definite  purpose  associated 
with  religion. They  created  their  own  style  of  “Bhava-prayoga” 
in  order  to  evoke  a  devotional  fervour  in  the  minds  of  the 
audience.  Hence,  more  emphasis  was  given  on  the 
arrangement  of  plots  and  situations  and  characterization  than 
on  originality  or  real  life  representation. Thus,  in  the  Ankiya 
naat,  although  navarasa  is  applied  as  the  situation  demand, 
but  bhaktirasa  remains  the  central  source  of  inspiration  for 
the  writers  as  well  as  the  performers  and  audience. 


4RRT  RR  r4  RftftsR  R  RR^H  4l  RR  4lc4  4  RTR  RpS 
4TRR  f4t  RTRRRRT  fl  *RR’  RFR  RR  RF#  rr  RR  (44/cRTR)  4  R?f 
if  RTRRR  stl6Hul  if  Zr4r  %RT  ¥ITI  RUMd  “JIM  if  4  ‘RR’  RRSR  RR 
t44  FT  RR  RRcRT  RpS  FF  RRT  R^RRRRT  %  4TTRT  R3  TFT2FT  3TRRT  4fe 
TTS  MHf  if  ei^-ldl  RRRT  t  RT  RR,  44  fRFTT  RT  RZ  RRT  4  4fRR  r4 
4RRT  ZRR  RjT?  'SRTFT  fl  RF  RRT  fftfiRRi  M  RR  4lcH  f  1441  3Tr4 

■hhiPrri  4rr  4  rfrj  fttHth  ti  wf  rt  3tj444'  r4  Tjft^-rr 
4  4m;  RrfRRr  44444  4  r4  ftttt  4thhicrr>  trrr  rr  4f  ftftmdi 
ti  rfrtt  rr  44r  rtrttfr  str  zr4  rtjrt  rtr  rtftrt  4  ftTRrz  RRTfRR 
t4RT  RRTI  4ft- 4T  RRR  4  fftft-RR  TRTftf  RT  Zr4  3Rf-j|p-|4  £TR  4ft 
r4  4t  trtrrt  4t  4  i 

3RTR  ft  4  RRRT  4  RR  fl  RRT  f  RFTR  (fadlfed)  RR  3TR  RRR 
ZRTRft  (3h  14 cf 1 14 d )  RRI  RRTR  RR  4t  RRRT  if  ddlftld  RR  ^TR,  RTZRT 
RRT  TRTftT  if  44RT  TRJTg  4ft  fl  RR  RR  RTRRTcRRT  TRRR  4ft  RRRTt 

RRftRRTRTt  4t  4ft d I  Rr4  IftftlRT  ftftTRRTRt  4  f4i  RRR4R  fl 

rtw:  rr  if  444  rt4rt  rrftr  rtrrt  rt  4!4t  rt  fttt  ti  RF 
fRRTTRT  44  (44)  if  Rddlftd  Wt  RfftcT  RRT  TpR  fRRIld  RTR  4RT  tl 
RTRRT  4t  4RTt  4r  R  r4  44  t  4ft  RRFRrt  ^%R-RRR  RRrft  t, 
WcT  4f  3RRTft  RIRTft  Rft  TTt4  if  3TRcTR  Pddl  R  Id  I  t  dlfft  RR 
rtrrrrtrt  4  4  44rt  trtr  fftR  r4i  rf  rrt  rt4rt  RT  4ft  4 

RPdftd-d,  RrgmftRF  RRR  RR  4  ZT^R  ^TT  tl  RftT  RTF  ft  RTRRT 
RR  R^3RRRff  ZRR4  4RT  tl  4f  RTfftRT  ftz4  4ft  RRflT  RlftPdd  RRft 
3fft  RTfftR7  37RRR  RT  RTZftld  RT^44  ^4  4  fftm  Zr4r  R  RTTRT 

RTRT  tl  R4  4  3HRIRI,  3TRR  4  RTRRR  FT  f4^Rl4  if  RTRRT  tl  3TRR 
4  t44  4  4tRR  if  RTRRR  ft  TIR7  R^TR  ^jftfRRT  ftTRlft  tl 

Rfftraz  :  RF  t44  TRTRRT  RR  RTRRTRR  4rT-r4  FTRT  t,  fRRRR 
RTTf4RT  R?f  ‘  RT^r4  RR  RT  RT  ^JRRRTR  TRTfR’  trRT  tl  r4  RT  ‘  RTRRR 
RTM,  RR  4RR  RftRR  RT  RRRTR  ^RR  Rft  *^Rf  r4  RT4  tl  RF  R^ 


Sattra 


For  understanding  Sattriya  dance  in  the  right  perspective, 
it  is  necessary  to  have  some  acquaintance  with  the  Sattra 
institutions.  The  word  ‘Sattra’  is  first  used  in  the  Satapatha 
Brahmana  in  the  sense  of  sacrifice.  In  the  Bhagavata  Purana 
also,  there  is  reference  to  the  word  ‘Sattra’.  The  Sattra  institution 
resembles  to  a  certain  extent,  to  the  Buddhist  monastery  system 
or  the  Bengal  mutt  institution  of  the  medieval  period.  But  Sattra 
is  more  than  a  Buddhist  vihar  or  mutt.  It  is  a  unique  institution 
covering  different  aspects  of  Assamese  social  life.  Sattra  is 
characterized  by  a  number  of  structural  patterns  associated  with 
religious  activities  to  accommodate  the  devotees  or  disciples. 
The  first  Sattra  was  set  up  by  Shrimanta  Shankaradeva  near  his 
ancestral  village  at  Bordowa.  Gradually  more  Sattras  were 
established  by  his  followers  in  different  places  of  Assam. 

There  are  two  kinds  of  Sattras  in  Assam.  One  is 
Grahasthya  (married)  Sattra  and  another  is  Udasin  (celibate) 
Sattra.  Udasin  Sattras  are  richer  in  dance,  drama  and  music  than 
the  Grahasthya  Sattra.  The  structural  pattern  and  process  of 
functioning  of  a  Sattra  are  its  characteristic  features. 

Namghar:  The  central  prayer  hall  in  a  Sattra  is  the 
Namghar  or  Kirtan  Ghar.  It  is  a  large  open  hall  with  roof  supported 
by  huge  pillars.  The  walls  of  the  Namghar,  made  of  bamboo  and 
reed,  are  moveable  and  the  roof  is  supported  by  temporarily 
fixed  posts  to  provide  more  space  as  and  when  required.  Besides 
being  a  prayer  hall,  it  also  serves  the  purpose  of  a  community 
hall.  As  such  Namghar  has  multidimensional  use  as  a  place  for 
holding  religious  meetings  and  discussions  and  also  as  a  stage 
for  dramatic  performances  on  religious  occasions.  Besides 
Sattras,  there  are  Namghars  in  almost  all  Hindu  villages  of 
Assam.  The  Namghars  have  played  a  prominent  role  in  the  life 
of  the  people  of  Assam. 

Manikut:  It  is  the  sanctum-sanctorum  of  the  whole 
establishment,  literally  meaning  “the  house  of  jewels  or  valued 
property”.  The  sacred  scripture  of  Bhagavata  Purana  or  the  idol  of 


RT?fRT  ^  3TtT  RR  RTT  RRT  13TT  RRT  WtRT-RT  RRR  f  | 

RR  RTt  RRt  TfRRRTR  RRJR;  sfk  3TT^T,  fwi  RfRR  Tjftf 
RT  ^  1 1  pHci  1?,  Rs?l  RR  RTT  tkRtt  fR>y  Riel  T?|  *^sRcl :  R^-T 
RRfTT  ^  3  RT  HWR*  R,  Tjfcf  RTT  RRf  TRTR  Rff  fl  RTT 

rrtr,  ‘  w  T$m'  rtt  r4ttr  rtt  fa'swH  (rtt  rtrtM  twf 

RT  TRRT  RRT  RTT  fR^WH)  RT  RRT  WT  tl 

flfa:  nfal^d  3TTT  ilHM<  -HIHIRd :  fRRTRtR  RTt 

rtt  qf+d^'  tt  M  Ttrf  t,  rtt  Ittrt  %  ttr  %  far  frwt  ti 

T%"  RTTt  TTcft  RTTT  RTRT  fl  f^TR  RT  HcRIRl  RTT  RR% 

RTT  3TR  3RRRRRTRT  RT  3RJRTT  RcR  RT  RKT  RTRTT  RTT  fera 
RTTR  fRTRT  RTRT  fl 

RRSfR:  RR  RfRR  Rff  3pR  RRf  RTRTT  RRRT  RR  RT  RRR 
3RR  cflT  RT  RRT  sstd  RRT  TTfTR  <s|ci  RT  %  RTR  TfRT  1?l  T?f) 
RR3TTT  RT  RTRTRZ  RTTT  RfRTT  l?l  fRfRTR;  RlfMRRT  RR  TTTRRRcT: 
RRRTT  R  TRTRR  fRTRT  RTcTT  f| 

RR  yVIIRH:  TPjrif  RRTTTTR  Rr  RRTR  RTT  RRfdd  RR  R 
RRlfRRTTT  %  RTR  R  RTRT  RTRI  fl  RT3RT  RRt  RTT  3TRRTR 

O 

TRRR  #TRTT,  RRTfRRTTT  3TFf  cftT  RT  RRT  RffRRTfTcT  RR  RfRR 
^RcftcT  RTRTT  tl  RRTfRRTTT  RR  RTRfe  RR7I  TtRT  t,  fRTT  RRRt 
RT  RTRT  RTRRT  RRRRTRTRT  RRTTtT  %  R#8RR  RRR  sfk  fRR 
RR?  RR  %  R#T  RtRR  if  RfRTSRR  tt  RTf  frMRTTt  fRRTRf  Ttcff 


RR  RRTTTTR  %  R^  TFR  RT  3^RR  3}fRRTTT  sffr  RR  R 
RRTfRRTTT  %  MiMIR  RRR-RffRRRI  3TRTT  tl  RRTfRRRT  Rft 
3^RfiR%  R  RR  RRTfRRRT  Rft  PH^KlRRI  fRRTRT  tl  RR  % 
RRRT  RTlRTlRR  RR  if  RRRT  ft  RTfRTTR  tl  R^tR  RRt  if,  RRRT 
RTRTf  f[  RRT  R^TRTft  RR  RfRR  Rft  t  3^7  TR%  %RfRTRT  RRRT 
RTfT  RTRT  t,  RT^RT  if  %RRT  RR  3R^f  3T%RTT  fTRT  tl  RRt  if  fR 
RfRR  f^  ^RT  RTfRR  RTt  fcTRT  RTRT  tl  RRt"  %  RTfT  % 
fRRTffR  fRT^ff  RTt  Rt  RfW^tcT  fRTRT  RTRT  t  3rtr  ^TR  RRT  RRtf 
if  3R5  RR  3T^RR  if  Rt  RftRtlfRf  ftR  RRTfftRTf  RR  ^ 
RFtfftfrT  fRTRT  RfRTT  t'l  if  3TRir  RtRR  Rif  RR  %  RTRT 
RT^TTRR  if  RRffcT  RTT  ff  t  sffT  fRRTRR  %  R^R^TR  if 
R%f?RT  fft  RR  3TRRT  RTf  fl  fR  RRRT  RR  TTRfR,  TTf^f 
RfRRTgfT  %  RTR  RfRRT  ^JcR  afk  RRtcT  Rtf  RRTT®ft  fTTRt 
TTRJTfT  RTt  'grf^RT  RR  TnffTcT  RRR  rtt  ^R  RTRT  RTTRT  tl  RRT 
RRRT  3TRRT  RfRTOT  RTfe  3TTTRTT  (fRft  RTRTft'  if  ff-TRTRTRt’) 

fr  3RTR  RTTt  tl 


the  Lord  Krishna  is  kept  here.  It  is  a  smaller  structure  built 
contiguous  to  the  eastern  side  of  the  main  prayer  hall.  All 
the  valuable  possessions  and  jewels  of  that  particular 
Sattra  including  the  sacred  idol  are  kept  and  preserved  in 
Manikut.  Significantly  in  the  main  prayer  hall  or  Namghar, 
the  idol  has  no  place.  Instead,  a  sacred  scripture 
Bhagavata  Purana  is  placed  in  the  sinhasana  (a  wooden 
throne  which  stands  on  four  carved  lions). 

Hati:  The  Manikut  and  the  Namghar  are  usually 
surrounded  by  four  rows  of  residential  huts  meant 
to  accommodate  the  disciples.  They  are  known  as 
Chari  hati.  Each  devotee  or  monk  is  allotted  a  hut 
consisting  of  one  or  more  rooms  according  to  the  status 
and  need. 

Batchora:  The  gateway  or  entrance  leading  to 
the  Sattra  premises  is  usually  characterized  by  a  small 
open  house  with  a  roof.  This  is  known  as  Batchora  or 
Korapat.  Distinguished  guests  are  usually  welcomed 
at  the  Batchora. 


Sattra  Administration:  The  head  of  the  entire 
administration  is  popularly  known  as  Sattradhikar.  With 
the  exception  of  a  few  Sattras,  the  Sattradhikar  usually 
leads  the  life  of  a  celibate.  He  is  the  religious  head,  who 
takes  up  the  responsibility  of  supervising  the 
institutional  ceremony,  Sarana,  of  the  devotees  and  then 
train  them  in  monastic  life  of  a  Sattra. 

According  to  the  hierarchy  of  Sattra 
administration,  Deka-adhikar  comes  next  to 
Sattradhikar  in  power  and  status.  In  the  absence  of  the 
Sattradhikar,  he  carries  out  the  responsibilities  of  the 
Sattradhikar.  The  devotees  in  a  Sattra  are  popularly 
known  as  bhakata.  In  monastic  Sattras,  the  devotees 
strictly  lead  the  life  of  a  celibate  and  are  known  as 
kevaliya  bhakata,  in  Sanskrit  kevala  means  alone. 
Young  boys  are  taken  in  the  Sattras  for  this  purpose. 
Married  disciples  from  outside  of  the  Sattras,  are  then 
trained  and  guided  systematically  by  the  elderly 
celibates  in  dance  and  music.  They  devote  their  life  to 
rigorous  discipline  in  a  Sattra  and  avail  the  opportunity 
of  being  trained  under  expert  supervision.  Thus 
institution  of  Sattra  deserves  credit  for  preserving  the 
cultural  continuity  of  Sattriya  dance  and  music  with 
utmost  commitment.  The  young  bhakata  start  their 
training  with  Mati  akhar  (Ground  Exercises). 


FlFFT  TTFTf  FTI  TTF  3TTT  FTFT  FFFFT  FtT  FFT  fFtFFF  ?TeTT 
t  ^TT  3TRW  FF  Tf  r^WHl  TsFFT  FT  FTFffeFT  FTTTFIf 
TFftF  WFt  ^TTt  F^t  fl  TTfFFT  FFTf  F  42  F  3TfFFT  FTFT 
FttFTfTTF  f  3ffT  FTF  kf  18  FTFT  FTF  fIt  FT  WTTF  F  FTTF  FT?t 
fl  TTfFFT  TFTtF  FTT  FFT  Tf fv I 'F.  TJF  -gTTFTT  FTFTcFFT  TK  F<f 
FTcjfF  Fft  tFfF  T?l  3TFFT  Ft  FT  FfFFT  dldl  %  H<F  F  tFf^FF 
FTFT  FFFTF  F  FTTF  FT^  fl  FfteT  fTt  fF^T  FTFTcFFT  FfcTFF  FTT 
FTT  FTfFTFT’  F  FFffTF  fFTFT  FT  FFFTT  f-  TTTFT,  F^F,  FTFFT  (FFT 
did  %  FF^  FTF  Fit  <j*A  FTFT  %  FTF  %  FTF  %  TTTF 
TTFTFtfFF  FTT#r)  3tTt  fFF  FTF  I 

"•JcF  F  FFFFT  F  FTF  FM  did  dldl  FF  FTF  cftT  FT  fFTtF 
FftfTFfF  FFFT  FTF  FT  TTFfFF  FftF  FftfTFfcT  3TFFT  FFFft 
FTFFTsft  %  TFF  TRFTF  TT4F  fF  ^FT  FTFT  tl 

FtF,  fWTFFTF  Fft  FlVcl  kr  FfcT  FTTfT  FF  FTFTfrfF  FTTF  FF 
FT^FF  kl  FkTF  FIFfRf  k  tkfFF  FT^fFFt’  fkfFF  FFTTT  % 
FTfT  Fit  TFFT  FTt  3TtT  3FFFT  Ft  FTFtF,  3TFTT  FtF,  FT^fF  FTF 
3tTt  FfcTFT  Fit  TFFT  FTfl  FTFFFF  %  FtF  FT  FTFFTF  Ft  FftfFF 
FTTTFTI  FTFFfF  Ft  tFFFFT^  FTftfFT  ttcft  t  FTT  F  fM  Ft 
FfFTT  %  tR?T  tf  tftcT  FTT?t  fl 


3TFFT  J  Ft  cl  FcTTFt  %  sl<M  FTFFF  %  TTTF  FFTF  '5TT%  FTct 
FtF  tl  FTFFtF  tf  f^FF,  3TFTTT  FtF  FTFTcFFT  FTFTT  %  TFF  ttt 
t  3Tk  TFFFF  Ftcft  Ft  SrtsF  FTFFtF  fTfT’  TT  ^FF  ttt  fl 
FtcfF  Ft?  FFT  FFTFTfFFT  FT^FT  tfcft  t,  fFFF  FTF  %  TTFT 
■JFF  TTFTFT  STF  FTF  fFTFT  FTFT  t,  FFT  ^FT  FTFFTt  Ft  FTTfFFT 
ttt  t’l  #  FTFT  (TFTFT,  TJFF  FT  FFTFT),  FltT-FFtt  (FTFT)  Ft 
TTFfF  3fk  FTFt  t  FlfdFI  FFTFTT  FFJF  %FT  FTFT  tl  FTfFFT 
FF  FFFTF  FT  FFFTF  TTF  Ft  FFITTT  F  FTFT  FTFT  t  3?tT 
fFTTft  TTF  F  FT  did  tFTT  FFt  FTFT  FTFTI  FTtF^FFT  FF  tt 
FTFFtF  FF  F?f  t  FFFTF  %  FTFT  Ft  FTW  FFT  F  FtF  t^FT 
Ft  FfFFT  t  FTt  FTt  t’l 


FFFT  %  Rdl  F  TTfFFT  %  ^JF  FTF  FT,  ':JcF  Ft  3Tt^T 
3TfFFT  FFT  iFFT  FTFT  FTI  FcfFTF  F  FFt  ^  ^JcF  3tT  3TfFFF 
Ft  fFFttTF  FFt  F  T>fF  tt  Tt  ^  dlRb  '^tt  ^TT%  3TFt  TFFF  F 
F5F  PdFKH  FTTTT  Ftt  %  FF  t  TFTftF  fFTFT  FT  TT#TI  TJFTF:, 
TTFt  F  <atd  ((old)  sftr  did  (fi’$H-h’4U)  F^TF  TtFtFTcFFT 
FTFT  FF  FFFTF  fFTFT  FTFT  FT  FT  3TF  ^FT  FFjfFFt’  Ft  3TfFFT 
FfFFTT  FFTt  3FF  FTFT  FTTFtfFFF,  FTF^F,  dldPdd, 
FT^t  Ft  Ft  FTTfFFT  fFTFT  FFT  tl  3TF  ^F  ftf^lV  ^FT  Ftdf  t 
d-sRvdl’  Ft  FTF  ctct  t,  ftr%  fjdd :  TTFT  t"  dPtd  FTT  ftFT  FFT 
FTI 


Sattriya  music  has  a  distinctive  style  of  raga  and 
tala  system  which  do  not  necessarily  conform  to  the 
Hindustani  Khayal  or  Carnatic  classical  music  systems. 
A  wide  variety  of  more  than  42  talas  are  in  vogue  in 
Sattriya  music  and  about  18  of  them  are  in  common 
use.  A  striking  feature  of  Sattriya  music  is  its  rhythmic 
pattern  and  playing  style.  Often  varied  talas  are  used  in 
combination  of  two  or  more  talas.  The  intricate  and 
dexterous  rhythmic  pattern  may  be  classified  into  four 
styles  viz.  saral,  yugma,  yauga  (first  part  of  one  tala  in 
combination  of  the  later  part  of  another  tala)  and  mlsra 
tala. 


The  talas  used  in  dance  are  usually  so  chosen 
as  to  suit  the  particular  situation  and  mood  or  sentiment 
of  the  character  concerned. 

Songs  were  a  medium  of  attracting  the  people 
into  the  Vaishnava  fold  of  bhaktl.  Srimanta 
Shankaradeva  composed  different  types  of  songs  for 
various  performances  and  otherwise  also  such  as 
bargita,  ankar  gita,  kirtana  ghosa  and  bhatima  were 
penned  by  him.  Madhavadeva  introduced  ghosa  or 
nama-ghosa.  The  bargltas  are  religious  in  content  and 
inspired  people  with  the  message  of  bhaktl. 

Ankar  gltas  are  the  songs  played  during  the 
plays,  often  during  festivities.  Unlike  bargitas  they  are 
always  accompanied  with  rhythmic  beats  and 
comprises  of  dramatic  lyrics  rather  than  lyrics  in  general. 
Kirtana-ghosa  is  a  congregational  prayer  attended  by 
all  the  male  members  of  the  village,  including  the  young 
boys.  It  is  performed  to  the  accompaniment  of  drums 
(khol,  mridanga  ornagara),  cymbals  (tala)  and  clapping 
of  hands.  Bhatima  is  sung  in  praise  of  the  Lord  Krishna 
or  Rama  and  is  not  tuned  to  any  raga  or  tala.  Nama- 
ghosa  ,  literally  means  the  'announcement  of  the  names 
of  God'  and  are  the  songs  sung  in  glory  of  God. 

In  early  days  more  emphasis  was  given  to  the 
nritta  part  of  the  Sattriya  dance  than  that  of  nrltya  part. 
However,  at  present  all  gurus  are  taking  interest  to 
develop  the  nrltya  and  abhinaya  aspects  of  the  dance 
to  establish  it  as  a  'classical'  performing  art  form  within 
its  own  format.  Initially,  in  the  Sattras  the  main  musical 
instruments  used  were  khol  (drum)  and  tala  (cymbals) 
but  now  other  instruments  like  harmonium,  tanpura, 
violin,  flute  have  been  introduced  to  make  the 
renderings  more  interesting.  Now  even  girls  are  taking 
part  in  this  particular  dance  form  which  was  initially 
forbidden  for  them  in  the  Sattras. 


fqsJlf&PTf  cT^TT  fSTSHS/  ft  I  i$RT[3Tf  %  IPTQj  <^'1lrH=h  •*  I  Rl  H=l  P^H  I 
CREATIVE  ACTIVITIES  FOR  STUDENTS  ANDTEACHERS 


cT^TT  TTF^cT  qPdfqNf  Rt  RTRlfer  fU'^Pdch  qPrqf  qq 
f^nfspqf  qq  frR  fqqqf  q  qqqq  qqHT  t: 

•iTRcfhT  ^  qft  fsrf^^r  ^PddT  qff  mffpq'  Jifdf^f^r  qft 

oillob^l  3ffc  d  +  dlch; 

-h'^K  %  PcdU.  vqi  <dl$d  %  tqq  Pf; 

^Klddl  qfP  qfq(qqq)  3fk  qq  fqrq  qqqq 
TRT3Tf,  HfimidclT  qT  qnqtf  3TR  ‘'JRtf  cfft  +^lPddT  qRT 
cfi'KlPd'^  41<=H  %  fd=tii  i?; 

RlP^Pcd-*  cT^TT  RFRft  qRT  ^  TRf  %  0,Pd?lPRcH 

R^qq  qq  3 }£qqq  | 

qqT  qr  qr^  qPdPdPRqT  q|  i?,  q^  qq  qqq  q  fqq  qq  fqqt 
qrt,  qtq-qtq  qrt  fq^TTcqq7  aftq  qPtq}  qff  qfpfpqfqqT  q  qqqq 
fqrq  qpf  qff  qqiqqT  ti  fqT^/fqT^qn#'  3  qjpfq  t  fqr  3 
q^  qq^d  "4  qqiq  qqf  qq^  fqqqt  Pf  qt  qqq  qqtq  Pf"  diq  i 
qqf'  qq  qf  qqqq  fqqT  i  fqr  q  qpffq  q  ^qq  %  -yqqqiftq 
qfq^q  qr  %q  qtPqP-qrffqrqf  qrt  qqqi  q  sqqfqq  qrp'i  fq^nf^qf 
qrt,  qfq  q'qq  qt  qf,  q?q  %  qqj  ^q  Pqtqqt  qi  qqr?t  t,  qifqr 
qqf  dklPdb  qfq  %  qrq  rqq,  qqfq  qfc  qiq  qq  wr  arjqq 
y  c-d  qt  qPfr  i 


The  Cultural  Packages  on  dance  and  the  suggested 
activities  aim  at  familiarising  the  students  with: 

-  the  grammar  and  technique  of  body  movement  of 
different  styles  of  Indian  dance. 

-  dance  as  a  vehicle  for  communication. 

-  the  range  of  dance  vocabulary  and  how  closely  it  is 
related  to  real  life  -  through  stories  of  kings,  super¬ 
humans  or  animals  and  flowers; 

-  the  study  of  the  historical  evolution  of  dance  forms 
through  literary  and  visual  sources. 

A  few  activities  have  been  suggested,  however,  there 
is  scope  for  using  the  illustrations  in  this  package  in  a 
variety  of  teaching  and  learning  situations.  The  teachers 
are  requested  to  use  these  in  as  many  school 
disciplines  as  possible.  They  are  also  advised  to  invite 
dancers  to  the  school  for  practical  demonstration  in 
music  and  dance.  Students  may  be  taught  small  dance 
pieces,  if  possible,  for  them  to  have  a  first-hand 
experience  of  rhythm,  music  and  expression  through 
body  movement. 


1 .  srqq  qrt  qi'q^Pdq  qptqr  qq  q^qqq  qq  qqqrt  srjqq 

qqT  fqqqq  qrt  qfqq  qrpi 

2.  qfqqi  qqr  qr  wnq  qfqqiqqr  qftq  t?  qq  qrqn 
%  fqqqq  3ffc  qqq-qqR  q  qqqq  qqr  qfqqn  t? 

3.  fq^JTpsPqt'  qrt  qq%  qiq  qq  qq  ^q  qq  4  q^qq  qPP 
qrqft  qqf  Mqq  ^3^'  qi  wfqqqtqr  q%qf  qr  fqq 
Rqrfqq  qrqt  qr  qr|  fqq  qqpt  %  Priy  q^qi  qT  qqqn 

1  qiqqftqr  tf^t  %  qiq  Rq>  qqT  qf^  cP-ik  P+idi  qi 
qqrqr  t  1  qt^qr  gqi  qqqi  Pqqirkq  qqfqlqqqT  % 
qp^  qqqq  am,  qk  qqqffqqi  fqnq^  %  fPrq 
q^qi  qT  qqqn  ti  qqp  qq^n  %  fq^qqf,  q?r  qq 
■gqr/qTq  q^qq  fq^  q^  q,  qq  qtn  q^  qTfq?q  qr  qfq 
op  (3Rjr^q)  ^fpq  qqr^  't'l  qqf  ^i/qrq  qq 
fqfqq  qfpfpqfqqf  4  qqpq  q  qtr^  %  %q  ™  f^qt 


1.  Study  the  cultural  heritage  of  Assam  and  list  its 
unique  features  and  legacy  of  this  beautiful  state. 

2.  Who  are  the  prominent  exponents  of  Sattriya 
dance?  What  is  their  contribution  towards  its 
development  and  propagation? 

3.  Students  may  be  asked  to  make  large  drawings 
or  collect  pictures  of  all  the  different  mudras  or 
symbolic  actions  used  in  the  dance  form  they  have 
seen.  A  large  board  may  be  prepared  with 
traditional  decorations.  Under  each  mudra  or 
pictorial  representation,  they  may  be  asked  to  write 
its  name  and  meaning  and  what  it  is  used  for. 
Senior  students  can  add  the  Sahitya  or  verses  of 
the  songs  where  the  mudra  or  action  is  used.  An 
attempt  should  be  made  to  project  the  use  of  the 
same  mudra  or  action  in  different  situations. 


qFTT  qTfqqi 


4.  TJTFTfFFF,  ^  FF  TJcF  4s?c^uj  f^cfj  f  |  sruim+T  ^rt 

wf)  ff  W4  ttffttf  FTfFTi  ff  Ifftfi  ff  f4f 

fou\m  %  FTFJ  F7)  F  1%7TTF  47  fFF  Ft  Ft  TTFTFT  FI 

T£TT%  FF  U,F  «?Fffh  FNIFfiRf  <s)e1  Ft  TTFFTT  1?  I 
FFTFTFT*f  fFSnfsfrf  Ft  TFF:  FFTf  Ff  FfffFFfF  FT 
F6lTI  FT  l^F  FTF  Ft  *^c1  TFF  ft  MT-qcl  FFF  %  Idy 
FFT  FT  T7FFTT  t?l  F87T  %  FTF>t  WFT  Ft  FFHt  FFT 
FTT%  TfF  FfFFF  4  oFFT  *  TFT '  Ft  FFFt  %  %TT  FFT 
FTFT  FT%tt|  ‘  FT’  %  F  FT  %  FTF  Ft,  FFTFTFT^t  fTT 
FFTT  FFJF  fFFT  FT  TTFTFT  f  -  sfsft  3rfc  FF  FFFT  F 
TsIcKHIF  FftfTFfF  F  F4TI  TT3TT  FF  F^F/F^ft  3Tt4  FF 
FTIcHI  FTFFT  FT7  FT  Ft737  FTTFT  TTSTTI  FTT  FFTFF  Ft 
T7TFT  ^stl^ft  3ffT  Ffnoqjcftliit  gKi  FfFfFfFF  fFFT 
FT  TTFFT  t  I 


5. 


fF^F/%%FT  7TTFT7FT  FfFfFfFFT  FTFrfFF  F4F  Ft 

fFuifafof  Ft  FTFt  ‘ftf’  f  ‘ftft’  Ft  tjfttF  %  1ftf; 

FfcFfFcT  FT  TTFTt  f  I  fFFTfFFT  Ft  FT^T(  cfFTT  FTF  % 
Pciy  FFT  FT  TTFF  7?,  FFT  FT  3nF^F  FJTt  FF 
FTFTF7F  TFtt  Ft  FTFTFTf  (cTTcT)  Ft  ^FFTFTF  TFF  F 
FTFF  fFFT  FFT  Ft  I  f*FT-f*FT  FTFIFT  %  fFF  f*FT-f*FT 
FFfF  F  7FTF  FTF  FfFFI  (FTctTT  F  fFTFF  FF 
FcftF  fFFTt  FT  FFTF  TTFTTTF  %  %F  F^T  FjFt  (FFT 
FTfFFT)  FFT1?  FT  TTFFt  tl)  FfFF  FFJFFt  fFFTMF 

Ft  aftr  3rf  FfFfFfFFT  Ft  ft  FFFt  ti 


FT^F  fFSITFf  Ft  FF  fHpMd  TTFF  3TFfF  fFFfftF  FT 
FFt  <KH  FTFTF7F  FF  TTTFFT  FTF  1?7J  MlcTHlfed  fFFT 
FT  FFFT  t  fFTPf  FF  MFF  FfFFT,  FFt  %  IfI FF 
TTFlF  FFFT  FT  TTFFT/FFTft  tl  FF  fFF  TFFTfFF 
TFFTcFFF  FT  FF^Pid  FT  FFFt  i  FF  TJWH  FF 
FFTTTF  fFFfFF  FFt  ^  FFTFF  Ftntl 

fF^TF/M^TFT  fFFTp^fF  Ft  ‘^fFF  FtFF  F  ^cF’  4rft 
mPtfIfHI  -  fWT  ^  FFTf  ti  fFFTp^Ft  Ft  3TFF  3FF-FTF 
%  eftnt  Fft  3#T^rfFTFt'  FF  fFFTFFTTFt'  FT  fFFFtFF 
FTt  %  Rdd,  FFT  FT  FFF  tl  fFT  fFFTFt,  IfFTF 
FFfFT  ^cF  F  ijsTiaif  Fft  FF  TJFt  F^rfFF  FF  TTFF  t, 
Ft  tfFF  FtFF  4  F^FF  ttcft  f  3Tk  ^  FFFT  F^FF 
UPdPFH  Fft  FfFfFfFFf  F  ^  TTFt  ti  fFITTpstFf  Ft  fTT 
FTF  ^  FTFFF  FTTF  FTf FF  %  FFTT  FF  3TptT  tfFF 


4.  Facial  expression  - Abhinaya ,  forms  an  important 
part  of  dance.  The  teacher  should  explain  the  nine 
rasas  to  the  students.  The  details  of  explanation 
can  vary  with  each  age  group. 


An  interesting  informal  game  can  follow  this.  A 
group  of  students  can  be  asked  to  mime  a  mood 
in  a  self-created  situation  or  a  story.  Rest  of  the 
class  may  be  asked  to  interpret  the  story  and  name 
the  rasa  that  it  portrays.  Bhaya  or  fear  can  be 
depicted  at  length,  for  example,  as  a  child  trapped 
in  a  dangerous  situation  in  a  dark  and  gloomy 
forest  with  a  fearsome  animal  chasing  the  child. 
Simple  movements  and  prominent  expressions 
can  reflect  the  mood. 


5.  The  teacher  can  encourage  the  students  to 
improve  their  rhythm  and  tala  by  organising  simple 
activities.  The  students  should  be  asked  to  prepare 
charts  where  the  beats  of  the  rhythmic  pattern  are 
visually  represented  using  attractive  motifs. 
Different  motifs  should  be  used  for  each  different 
time  cycle.  (A  key  can  be  made  to  explain  the  value 
of  the  symbols  shown  in  the  chart). 

More  experienced  students  may  be  given  another 
graded  activity.  Each  student  may  be  allotted  a 
fixed  number  of  time  bars  and  be  asked  to  create 
rhythmic  patterns  within  the  given  time  frame, 
using  various  permutations  and  combinations  of 
speeds  and  rhythm.  This  activity  will  bring  out  the 
inherent  creativity  and  develop  precision  and 
concentration. 

6.  The  teacher  may  give  the  students  a  project  topic, 
such  as  'Dance  in  daily  life1.  The  students  may  be 
asked  to  observe  the  actions  and  expressions  of 
the  people  around  them.  Students  can  then 
compile  a  list  of  scientific  dance  movements  that 
are  akin  to  those  in  daily  life  and  trace  their  origin 
in  every  day  actions  and  mannerisms.  The 
students  must  be  made  to  realize  that  art  forms 
and  real  life  are  closely  linked  to  each  other.  Infact, 
they  may  be  asked  to  pick  out  a  few  common 
gestures  and  convert  them  into  aesthetic  dance 
movements,  using  their  imagination. 


qftqq  -  qfrf  3TTTO  k  mk  qji  ti  qrsqM,  qqf  qqs 
•HHM  qqiV,  '^'l')  %  fari  c^gi  qf[  -Hctocll  1?  3ftT  fqq  k 
Rq?  TThqqfcRqT  qtq  TJ^I3Tf  k  3TcFfl'  %  3?qqq 

qftqf&T  qq  R^RT  tl 

7.  RTfife  q  RFTTfRRT  rt*kT  %  3TR7R  47  75Tqf 
qt  eRJ  7^1  qk  7RRT  qqT  %  iciM,  qqq  "RT  RRicTT  t, 
f^Rft  c4l^K  %  H6<R  qrt  RcTRfT  RRT  tfl  qqqqqqf,  qf?] 
%  qpq,  RRRR  ^o&  R^TfRTR  -lldq>  3fR  slfc-l^l  qff 
<^6m1  RRt  r4Wk  qk  H-1lA  %  culck ,  3qfq  qrf  TR^cT 
fqqq  ^T  kkidl  'tl  F7  ^JcR  qk  <?4Wk  %  fqq  Tqqq  qff 
RRT  4  47^4  fqqq  "RT  R3RTT  tl  q^  qfqfqfq  fq4Tf?fqt 
qff  =>77  RTcT  7rf  37444  qqiqf  t  fq>  fqqT  3jqq7  3ht^$|^ 
37k  7747  qq  fqqq  774t  qqf  47  4471  qqiq  ti 

8.  kraTfsfqr  qft  kcHicH+di  qq  7§fqk  %  qm  q  kqfqqr/ 
%^qq37f  qk  qTfkq  fqr  q  qf  TTrqqq  qq  k,  qfqq  k 
TTtqkqq  qfqqq  qfqfqfkqf  k  krf  i  374:  fkwfwrik 
3RsmkT  k  7TTqqTqkjkqt  qp  ir  qqqtqf  fqqq  fkgqfkqf 
qk  t  77qk  ti  qqiFiqqk- 

qqfk  qk  3qqqqqqn 
wtq  qqqq 
fqkr  qk  ^rkcq 
qqfqqq  jkm 

klHlfqq  qikHHdIH 

io  k  15  fqqnWqf  %  tt^'  qfr  auqtjq  q«n  4414447) 
qq  k  qqr  qqqkq  ^qq  Fiqk  qqk  %  %q  qrqT  qT 
qfqqq  ti  $nVl  qk  qfqqi  37k  Csqi^d  nid-^i  37tfk 
fq^qfkqf  %  77^'  £RT  #  qk  qpk  RTflRI  74  qfkfkfk 
qq  q^qr  f^nfkqf  k  kqqT  qqHT  t  3fk  qqqt  qdirqqr 
qfqqi  qq  my\ 0  qRqi  ti  Ff  ^itqrqf  qrl  q^tq  Iqqqf 
qqqT  q#qq  fqqq  %  rcrr  q7  q^q  f%qi  qq  qqqn  ti 

9.  fqqqqr  ^?q,  ttf  %  klf^  kkkl^  RqqT 

3Rq  f%qt  TTRKtq  %  fklR  tqR  fqRTl  "RT  qqRTT  tl  RRt 
%^qi/fqfqqq^  qq^  qiq  fqqiqR  qqq  qq  qq^t  t  at* 
400-500  fqqnMqf  qfr  qfqq  qR7  qq^qrq  qgq  qq 
qqqi  ti  fq%  fkrq  uik'Piq  #q  %  fqqq  ^  -  q^r 
3fk:  kk^Pd  qq  qqajq,  RTsqqT,  ^q  slk  qkkt,  qnfq 
tq  Ph<£FT1  ^TM^lcuPyqf  qt  qFqqiq,  3qfq  qri  ^tt  qr 
qqqq  ti  kmPqq  qqqTcqqr  mqfqqi 


7.  During  important  religious  and  social  festivals,  the 
students  may  be  asked  to  compose  short  dances 
depicting  -  the  relevance  of  the  festival,  for 
example,  birth  of  Jesus,  Lord  Buddha,  the  Nativity 
play,  the  story  of  Holika  and  the  manner  in  which 
the  festival  is  celebrated.  These  dances  may  be 
presented  at  the  school  assembly  on  the  day  of 
the  festival.  This  activity  makes  the  students  aware 
of  how  the  concept  of  goodness  and  truth 
permeates  all  religions. 


8.  In  order  to  discover  the  creativity  of  the  students, 
the  teacher  must  involve  them  in  interesting 
activities  related  to  life,  in  general.  The  teacher 
may,  therefore,  distribute  carefully  selected  topics 
on  relevant  issues  from  newspapers  and 
magazines,  for  example, 

the  necessity  for  peace, 

national  integration, 

the  futility  of  violence, 

conservation  of  the  environment. 

social  inequalities,  etc. 

Groups  of  1 0  to  1 5  students  may  be  asked  to  form 
tableaus  in  an  appealing  and  effective  manner.  The 
planning  and  designing  of  the  tableaus  should  be 
done  by  the  student  group  themselves.  The  aim 
of  the  activity  is  to  create  awareness  among  the 
students  and  use  their  artistic  talent.  These 
tableaus  may  be  presented  on  national  days  or 
on  sports  day. 


9.  A  thematic  dance  ballet  can  be  prepared  for  the 
school  annual  day  celebrations  or  any  other 
function.  The  teachers  can  work  together  and 
organise  a  show  involving  400-500  students. 
Themes  of  topical  interest  like  conservation  of 
nature  and  culture,  literacy,  hunger  and  poverty, 
eradication  of  casteism,  the  problems  of  slum- 
dwellers,  etc.  may  be  enacted.  Such  a  mammoth 
production  will  reach  out  not  only  to  the  school 
but  also  to  the  community  as  well. 

10.  Some  other  interesting  activities  may  be 
organised  for  the  students.  In  order  to  awaken  in 
them  an  interest  in  all  the  other  classical  and  folk 


T^q  c7«77  qt  q|fq  77+%  tl 


10. 


37%  t%+{  qfcifcirqqf  f^rarfaNf  %  f%  3%  Pad  % 
qT  77+%  ti  qqt  37^7  qn7%q  %%'  q+T  q%  qcq-7% 

%  yfri  ^$iTl  k'  <%  qr%  %|  <%  qqrT  waT  qifirq  % 
3  f%r  qq  k  'nRPdd  t,  +7%  37^7  ^qq  7%  % 
^ddl  qRl 


77t77t377%  £T7J  ^  q7  %R  %q  %  777%  %  37?qqq 
£TTT  f+f+q  W  %  qfqfqfqqf  3HldiPdd  %  qT  qq% 
t,  77Tq  %  WRT  ^7  %f  %  %  7%f  %  qH  +  kl 
°7<%  %  RdV.  P+dl,  "%77,  %T^qT,  77%T  +%  3%: 

^7%f  %  u^lPddi  wjii  qr  77+%  ti 

37+  %T  %  77%  TPJTl  wf  q  PddPod  qq  %  ^+-^777% 
+7  37I%R  f+T+T  q7  w  tl  %  %  +%  %  7f^7%, 
f+<WH,  +%l%  37T%  %  q%7  H^cq^uf  ^  +77%  % 
%%  Tjq7  ++  771%  37%  tl  f%7+7  %%  % 

qqi%  %  1%  qq%  q  7+r%  %  %%%%  q+r  %  qt% 
ti  Ff  +%+%  ++  f+7cjq  %77  77%  thtt+r  q+f  q  f++T 
q7+T  ti  f%nf%ff  %  TTqNK  q+f  q  ^q  +%+%'  % 
%%'  %  +q%  qchPdd  +%,  q%  ^q+q  37*qqq  +% 
3%  %%q  qr  q-q^  %j  q'qiq  ++  «sH  %  t+rq  +61 

qidi  qifqqi  -jrd  ++%+>%  %  yp7i°s  +<qi+>KT  ++T 
qqiq%  %  qm,  f+f%q  qi  ^qfq  +7+%%  37k  +rq,  qT+ 
qsq  37fqqq  q7  qfq+q  %%%+?  13%%  %  q%  %% 

++T  qqqq  37?qq q  f+T+T  qM  qif%l 


12.  ^q  +di+kf  %  Tjfqqt,  +q%  %  tffkqf,  7%qq 

qn  k  +qq  +%  t,  ^q  %  TTT+Tq,  ^qq  q%  +7  4^1%, 
qfqqqq,  HiPq+  qf++%  +%++  qft  qr  qq%  ti  %tt 
fqqfqq  qq  k  %qr  w  q+qn  t,  1%%  qqqfcR  t 
arfqftqq  qn+kl  qq  77q%  ti 


dance-forms,  the  students  must  be  encouraged  to 
compare  other  dances  with  the  styles  they  are 
familiar  with. 

By  studying  all  the  packages  on  dances  prepared 
by  CCRT,  a  variety  of  activities  may  be  organised. 
In  addition,  exhibitions  with  pictures,  charts, 
costumes,  musical  instruments,  and  books  can  be 
arranged  to  widen  the  knowledge  of  the  students 
regarding  Indian  dance  forms. 

11.  Now  a  days,  dance  festivals  are  conducted 
regularly  in  all  the  major  cities  of  the  country.  In 
recent  years,  the  dance  festivals  at  Khajuraho, 
Chidambaram,  Konark,  etc.  have  risen  as  centres 
and  important  venues  for  dance  festivals.  The 
SPIC  MACAY  programmes  reach  even  the 
students  of  schools  in  small  towns.  Extensive 
reporting  is  done  in  all  newspapers.  The  students 
should  be  asked  to  collect  newspaper  cuttings, 
study  them  and  keep  a  record  for  future  references. 
Names  of  artists  and  famous  accompanists, 
information  regarding  rare  or  special  items  in  the 
performances  and  interesting  comments  on  tala, 
bhava  and  abhinaya  may  be  collected  and  studied. 

12.  Lists  of  dancers,  their  styles  of  dance,  the 
institutions  where  they  work,  the  academies  of 
dance,  books  on  dance-forms,  magazines/ 
journals  on  the  subject,  may  be  compiled.  This  may 
be  an  ongoing  programme(s)  in  which  additional 
information  can  be  noted  at  regular  intervals. 
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1.  TT5T 


Tfe-HI  pR 


rr  ttrbr  R^ddfed  rrtu  rr  rt  feg  rr  gwf  fr  ^rrqTt 

RR  RRT  W  TURT  |l  RT  RR,  RRT  feg  fRRR  RTRRT  R3  fr 
<*>61  RfeTRT  'll  RR  RRT  feTPR  yd)K  RTT  feldd  f,  P»I«H 
3TRRt  RTRTfaRT  RtRR  %  fef*FT  Rp|TfeRfeR  fl  RgdlP-fef 
#T  gfRRT-RRTRTRR  fe  feg  RR  ufe  RTpfe  RpRfRpRRf  ff 
Tfeg  TffRRRRRT  y  Rig)  Rife  Rft  feffRRT  feg  'll  rrr  rr 
RtRR  gfefed  UR  ufe  %RT  RTR  RTURT  ff  TRTffe  feu 
RRTI  Rft-Rft  RRR  %  MlR  TRTRf  ff  RRRT  R  pfefe'  UTT 
aftl  RR  TRfed  fetg  RRI 

RRR  ff  U  URTH  %  RR  ff  -  TTRT  gfTTR  (fRRfecT )  RR  sfe 
gRR  RUTfe  (RPddfed)  RRI  ddlfed  RR  g<R,  RTRRT  RRT 
RRfR  R  gfTR  RR  ft  ufaRT  Rg^  RT#  f  I 

2.  Hlii  RRRT 

RfRRT  gUT  URTgufe'  R#  RRT  fRRJR  TJRTRTt  RRT  Rife  3RsR 
RURTT#  RT#  RTRHgR  ^-SRTRIhT  Tlffe  TTRf,  Rtfe  fer  RT# 
fRRRT  %  TTRT  RgR  RRT  RRtR  Rft  Reft  fetfeR  RUfe  Rf#R 
gRT  RMI-RHI  RTRRRf  #1  ypfe  gcd  TTRTTT  R  fergRT, 
RRtR,  UTgRuff  RRT  RTRRRRT  3?8Rf  R#  fUR-fuR  RfRRT 
'll  Rlfd  3|<d<  RfRRT  •Joy  fife  Rff  RTRTTgR  fdlO  %  fug 
ft#  ff,  Rt  gTTlT  TRRT  RRT  fetT  %  RTRt  Rft  RTRRT  3#T 
RTR-RTR  (RRT  gufe)  Rft  RRRRT  R  RRTRRT  gt#  fl  RfRRT 
Rft  R’jyf  TRTRTTfeRT  RRTRR,  gBTR:  RRf  g-cRI'dlfe  3#T  RTR 
RTTR?  (gtRRRRf)  RT  UTRiRd  'fl  RfRRT  gm  %  Idgfe  utr 
fRRTRRT  UR  yJIlRld  64  Rfe  3RRT  fl  ^=|R  f|  RTS  Rtfe  Rft 
URtRT  RRTR  %  feg  f  Rk  RRT  RfRRT  gUT  #7  RTgRR  RRTRT 
%  RR  tf  ^TR  %  RRRRT  "fl 

RT)  TltRtRTT  :  RfRRT  ^RT  %  TJRf«TTR  %  RTfe  3RRT  RT  ^ 
RTTRTR  TRTRtRTT  ^T  3TRR  Rt%  fl  ^R  ^TTRIR  R?t  RR^T  1JTR 
(RfRT^TRTRf  RcfRT),  RRtR  RT  ^TR  %  RRT  cfc  RTRT  "f,  3TtT 
BRRTT  RtRT  RTRT  ^R  Rft  Tp  fl  BR%  RTRT  Rft  RtT  fRRT^T 
(R^t)  T[tT  RTR  RTTtT  %  Rtdt  3RtT  Rt^  f  I  RTRt  ^T  tjddl  RT 
¥t^  f  dlPb  dldl  RfRRT  tp-^Rf  RTt  R^l  3TR 
RKTTRRT  RT  pR  fRRTRR  RR^T  RRT  ^T  RTt  TRR  %  Rf#  RRRT 
t  RtT  RTRt  RT  RRTR  RTRTRT  t  3ftT  fRR  tfft-Rft  RTftT  % 
fRR^r  flr^r  Rft  3ftr  Rpr  ti  rr  ^-^ttrtr  <usrr  Rt 
RTRBTTRT  fl 

3TtR  :  ‘RtR’  RfRRT  ^TR  Rft  TfRT  RRTR  Tp  t,  fRR^  Rt 
RRTTT  if,  RRT,  pR  3ftR  3rfr  y<Jild  3TtR,  Rt  ':JTR  Rft  'JRR 
RRT  TRt  tIrI  %  fcTR  'fl  1  RtR’  R  RcfRT  RfRt  fft  Rft  RRTR 
RTd)  TRRT  TRRT  f  sffr  RRf  tj,ddl  RTt  ^R>l  RTT  RRT  1jft  RTR 
ft  RTRT  Rft  3ftT  RtpT  f  I  ffff  RfeRf  (^RTTRf)  %  RtR  RTT 
3TRT  RRT  RTRT  RtRT  RTfpi  RR  ffRfR  RTR  UR  dferlRdd 
‘R5U’  RRTR  ft  Rft  Rf  fl 

TR)  ‘RTR  3TtR’  f  Refer  RfRf  3RtT  ftft  RTRt  R>t  RTRT  Rft  Ufr 


TRfRRT  f ,  RT  R  RTtRfRRt  RT  Rtf  I,  RT  tp  RTR  (ufet) 
RRlf  f  I  RTR  Rtf  %  TRT  RT  ftf  f  3ltT  RffeRRT  RURT  RTRt 
Rft  fRTRTcft  f  I 

R)  ‘u<^Rt  3TtR’  R  Rtft  RRTRT  RTRt  RTt  3TRTR-RRTR  3TPt  Rft 
3rtr  Rtf  %  TRT  RT  TTsiT  RTRT  f  I  RRT  Rt  RTsff  Rf  RflRffett 
RT  RRRR-RT  ^R>l  RTT  RRT  RTRT  f  I 

3.  Rlfi  3TTR7 

RT)  frR  RRt  :  RR  oMIRIH  RR  RTTf  tef,  eRIRIRR>df  RTT  fB  % 
RR  RRtR  RT  RRTB  RtBRT  RTfRRI  Rtft  RTRT  Rtt  RTftT  %  41  dt 
3fTT  TURT  Rlfp,  RRfRT  RffRRT  RRtR  Rtt  ^ft  RlfRR;i 
Rft-Rtt  RTRt  Rft  fR  %  dfe  dlf  RTRT  RTRT  f  Rtfr  RTftT  % 
RRR  RTt  RTtRfRRt'  sftr  RRffTRt  RT  TRHklftd  RTT  ff  f'l 
RTR-RTR,  RtRT  fff  Rft  RR  RRT  Rk-fRTRTTT  RR  R  TJofT  RTR 
RTRT  BBTRT  RTRT  f ,  RR  RRT  fRT  Rtft  RTRt  Rft  ffe  fRT  Rft 
PTTRUT  "5U  ff  R  T|^l 

T3)  RTTRt  RRT  :  RR  ^^TTRTR  ftf  Ut  Rtf  Rft  RtT  Rtf  RR 
RRT^Stlf  fpf  RpRtRTfl  fRTTUfff  fTRft3Rf-fRTRTTT 
RR  f  Rf#  Rft  utT  ^  RTf  f ,  fRRf  Ufff  fr  Rft  BRcft 
)  RTt  Ufff  RTR  fT  RRTRR  f  I  ?R  RRR  RTftT  RTT  RRTR, 
RTTtT  %  RTRt  3ttT  RRT  Rtf  RTR  RT  RTRT  RTRT  f ,  Rt  RRtR 
RT  Rff  Rft  3RtT  TT3T  fid  I  f  I  SFIet  RTRT  ff,  fRT  Rtf  fr  sftT 
Rtf  RTR  ^T  3TRT  %  RtR  fr  PlRIcdl  RTRT  f  I  Rtt-Rtt  RTR 
fT  RTT  Rt  Rt^  Rft  3TtT  ft  Rtf  f  Rtfr  ?R  RtR  p  RTTtT  '■p 
ffRfR  ff  dH  4lff  d  ft  sftT  Rife d  RTR  %  RtR  fe  3TRT 
fr  ftRTT  7JRTRT  f  I 

R)  RTTR?  RTRt  T3t3TT  :  RR  ^  'STTRTR  ‘RUTTTTR’  %  TTRTR, 
‘RTTTTRR’  -gu  fl  3TTTR  RtRT  fl  RT  RT*ff  RR  RTftT  %  RTR 
3tlT  TTRT  RTRT  f  sftr  R^ffTRT  gff  Rft  T|Rt  f  I  3TR  RTT  'gU 

Rft  ^fi  ft  Tuf  ■gg  4ife d  rtrt  fr  *jff  Rft  gg  ftrr  Rft 

TTTRR  Rft  felT  'pTTRT  RTRT  f  I  RTRt"  Rft  ffRfR  RRR  ft  RTcft 

f ,  n life)  grftr  Rft  3rrr  Irrt  rUi  fferr  fr  dfe  fR  %  Rffr 
RT  TTR  ffg  RTf  f'l  RRTRRTg  gf  RTftr  RT  RR  RfePfel 
3ttr  RRlcldl  RT  f  I  UfeTR  RTR  ff  RTRT  RRTRt  gRT  RTt  BTTt 

rrtt  ttrr  gg,  uftr  %  fRR^  rtr  Rft  ‘rtttrr’  gu  fe' 

RTR  RRT  RRT  RRR  fr,  RTRT  BBTRT  RTRT  f ,  RRfRT  3TTRTT  RT 
TTRTt  Rft  RgffTR  RTTf  %  feg  RTRT  RTRT  gff  RTt  Rt  ^|dl  f  I 

r)  Irr  rtr  :  gg  gu  R  uftr  rt  BTRft  rtr  tr-s!  gu  ff 
fid  1  f,  fr  gRT-grit  ^  ttttr  ftf  f  i  grftr  rt  Brrft  rtr 
ffrr  %  bttt  fr  rut  Rft  fir  ffe<d  gg  uff  Rffr  Rtf  Rft 
3frr  Rtf-Rtf  RTRT  f  I  ‘RTRtR  RTR’  %  RTR  gfR  RT  % 

fug  ffrr  sftr  rtr  Rt#  Rft  utr  rrtrfrt  rr  #  rr#  f  i 

‘fRR  RTR’  RTTRUTTR  ff  RTR  UTT  Rf%  RlfcTRifR  RTTRT  % 
TTRTR  f  I 

4.  RTf-Rift 

RTg-RRf  RTRfRRT  g?R  f  I  BR  gTR  ff  gTR  fRTRT3ff  (Rife) 
UTT  Rfecul  #T  RTffTRT-RRR  Rft  m1<iPuIR)  RTRTRt  y<gcl  Rft 
RTcft  f  I  grfe  ^T  RTR  f ,  gRT  f  TTRURt  (RTRfRRT)  sftr  gRTT 


f-RtRT  RTRI  TTRURt  gj5  gTR  f  3ftr  RtRT  RTR  ff  gcR  #T 
TTTR  RtR  Rt  ftRT  f  I 

gg  g?R  #  grror  RRf  Rft  Rife  fergRT  fteft  f ,  fferff  ggu 
ff  RTTRTTRt  (fer  RU)  Rff  URTI  gnff  RTff  RfRRR  Rft  RtRT, 
gRRTR  ft  feRoypRd  RT  RT^-RR  ftf  f  I 

5.  ^RR  RTR 

TfeRT  gRT  %  RFRfe  gR  gcR  RT  fe  RTRRfR  Rit  RTRT  f  I 
RR  gRR:  RBRTfRRt  UTT  T7R-TTRT  RTT  RTgTTRT  ff  RpT  RTTR 
#T  ffeg  f,  fRTPt  RgTRR:  gRR  RRT  TRt  Rife  RT  TfefefRcR 
ftRT  |l  RR  gTR  %  TTTR  RTRR^R  %  TTR  ggTT  RTR  fe  R1R 
RtR  Rt  Rtf  f ,  gRRf  RfelfRTT  RTRRp  RRT  Rtfe  VlfeTRd 
RT  RtR  RRT  RTRtR  (RTRRT  #T  RTRT  TTR  RtR)  gtf  f ,  Rt 
RfeRf  Rft  fURTfe  Rft  RfRRT  (Rife)  3ftT  RTRRTRft  Rft 
yRlfePdd  RTT#  f  I  grfer  RrfRHR  Rft  ftRT,  URU  gRRTRf  RT 
BRRtR  ftRT  fl  RTUt  RTR  fe  TTRTR  ggTT  fe  Rt  cfe  RTR  ftf 
f- TTRURt  (RtR  3TTTR  fff  fr  RR#  RTRfRRT  UR  ft  RpT  feRT 
RTRT  t),  RT-RTR  (RtR  TTffR  yKjd  RgTR  gRT)  3fe  fUT  RTRI 

6.  felT  RTR  RT  q$i<  Hid 

TfeRT  gTR  f  RR  yrgld  RT  RTR  RRlfR  %  RTTRT  RfRR-'aTRRTT 
fi  cgdiH  ti  gR  grr  grgfR  ff  guRR  ff  grror  %  Rtg  rtt#, 
Tfefe  RRT  Rtr  RTURff  %  RTR  fedig  RTTR  %  gfef  fe 
TKfgfR  feRT  RTRT  fl  gR  gTR  Rft  RR  Rgg  ff  B5R  TRT  R 
3TKT  yikl  fl  ^tR  ft  RTtRRft  RT  gR  RgR  Rg  Rft  RRTR 
RTTRT  f,  Ufe)  RT#  ft  RTT  g?R  %  RfR  3TRRT  3TTRT  fer  RTR 
RRfffR  RTT#  f  I  Rf  gRT  R%T  URTTRRT  RfRRt  RffR  gTR 
^tfe  RT  RfffRfRTR  RTTRT  fl  gR  gRT  fe  ft  RTR  f  -  TTRURt 
RRT  RtRT  RTRI  RR  gcR  TRRTcRRT  UR  ff  RTJR  fid  I  f  Rttr 

gn#  j  Pld  Rft  Rrtf  RTfR^ferr  Rft  Rft  Rfeti  gut  #r  RfR  ff 
gRJ  ffegfe  RT  RTR  f  dl  gR  gtR  Rft  fRgtRRT  f,  Rt  3TRRt 

fetfet  #grggT,  rttr  gufe  utr  dfeg  Rrgfr  ur  ggffe'  rt 

Rdtfed  RTTR  f  I 

7.  Rife  RTR 

Rf  RfRRT  gut  Rft  TTRT  RRffRRT  fetfeu  R  R%Tft  RTgfRRf 
ff  ft  fl  felT  RTRT  RTRT  f  fRT  gR  yTcjjd  RTt  RR  RTR  gRfug 
tRRT  RRT,  RfeffRT  RR  Rffet  3TRRT  Rtr  Rft  ^  %  iffeT  RT 
ffUR  Rfe  Tfffe  ft  RRR  R3RT  fl  RRRT  RRT  RTR  gfR  UR 
TfRR  RTBRUTTR  ff  RgRTT  RT®T  fl  Rt  pRR  ft  RRTRT  f, 
fRft  RTdgPd  #  RRT  RRTTT  %  RRRT#  #T  feg  RgUR  fRTRT  f, 
fRR  RTRRTftRT  RT  %RU  RTTt  Rt  RTRT  RTRT  fl  RR  g?R  Rft 
R)R  RRt  ff  RT3TT  RTR  %  RRT  ft  Rt  RTRT  RTRT  f,  Rdl'fe  RR 
RTR  Rtt  RRt  ff  gUR:  gRT  RBRTffTRt  RRTRT  gTR  deffe 
(Rgfe)  UR  TTRT  RTBRftR  fefefR  fe  UR  ff  RfeRf'  Rft  Rfe 

TRt  #grgRT  ff  ttrrtt  grp  feu  rtrt  rti 

rr  grgfR  ff  fe  fer  brrrt  ff  eng  Rfe  f ,  u#  RRfe  (Rtfe 

gfeTRR  R  ufe  tfeg  RTRRRR  UR  TfRR)  R  RffeRT  RtR 
(RTfet  RR  fet)  RTRT  dldl  f,  fet  Rtfegt  fe  feRR,  oyq$K 
R  TfegRtfe  Rft  yldfkffed  RTT#  f  I 


8.  '<NiyRiii  xmt  totto 

'TT^f  RT  HF  TO  TJcTcT:  TTHHTHTTO  TO  TOT^H  R#  # 
HHT  Rl  T#  TORT  HTHT  t  fR  HTFTt  HR  TO  RT5  3THTlTO  TO 
HTRT  f#T  HTH  #  TOHT  Hf##  1HI  FTT  RH  #  TOr^HT 
HTFft  HR  %  TFTH  tl  FTFTTfR,  T#HTR  3THT  ®tFT  # 
StTOr  RFT  TO  3T#R  tor  T®#  t,  Hf  T#  TO  RFT  #  HHHFT 
#  TOTOTOTTT  HR#  'll 

9.  TOfTOTT  3#RT  Hf#T 

TTfHH  3f#T  HfFFT,  3TTTTO  #  HH#RTTt  RH  TO#  3#  TFJF 
RHH  #  HTH#  TOTOTTO  TO  fTO  Rl  TTfHH  3TThT 
nfTOri  rt  TOrh  rtTO  tort  3tRt  (to  sTOftt )  hr  hTOr,  H#RHf 
3#  rhr  fiht  t,  #  rh  #  ittt  tohT  rt  htrt  rtot  t 
TOTO  fHHH-Hrg  #  TOT  tor-tor  to  h#h  rtot  ti  ft# 
to«t  ‘TOtot’  rffttTO  toTO  10-15  toft#  rt  hr  tfjf  ftht 
ti  TO  3trt  TOt  TOT#  3t#htrtt  rh  TO  ft#  t  3#  TOTO  # 
rTOTh  to  fTrrt  hto  TOTOTTO  (ftift)  #  hhtrt  rTOt  #  fpi 
(toft)  rT  rttot  tt#  #1 

ttTOrt  3t#t  hTfr  TO  tfjf  TOTh  hr  h#  (rhfh)  TOTTOh 
TORT#  3#  tothh#  #  trhtTOT  hr  TOT  toftrfr  TOt 
tottTOT  f#^:  tottrTO  TO  f#  ri  |i 

ttTOrt  sTOto  hIfft  Rt  hrh  TOTO1  #hft  trt  TO  TOrt  tft 
TOTOTh  rt  fT  htrtth  rtTOT  ti  TOmi  rh  TO  f#p  rh  hr 
3t1tohh  TOhT  utrt  TOtTO  ti  f#p  -jr  rt  tor  fHfHH 
htf-rtTO,  hth  prst,  totoTO  (h#),  hhtfhT'  hr  Mtor 
TO#  3T®T(f)  To  TOt  RTTOfTH  tl  HT#  3TRTFT  TOR  TO 
3TTTTO  FTTOT  t,  TTOT#  HTOTOF  fTOTTOR  FTO  31%##  FTH 
HT#  TOlTOT  tl 

TOfTOTOT  TOR  TO,  TORT  RTT  MTOR  TO#TRrTO  FTH  RFR,  R® 
TOfTORlRTOTO,  TTHTH,  HfRHR  3#  fTOfTOR  TOFT  3#  R#  TOt 

torTOt  TO  f#  tohT  ti 

10.  hTOTOrT  TOR# 

3TfHRT  TOTTOTHT  3TRTO  TORT  RT  TRT  HTH#  TOR  t  3#  FTORT 
TO#  HRFf  3TfTOTOT  TO  HTHRk  THHT  t,  #  ‘#TH  f#HTTT’  % 

HTO-fTO#f  #  h##  rrT  ti  ■jr  toTOrT  %  hr#  ttIfh 

TOF  HTHRTOt  fHRTFH  RFTT  TOTTOh  TORT#  HR  TOTTOT#  FR 

fF#  hrtrT  hthr)  TO  ^tot  ti  fhTO  ^hft  toTOTOr 

TOHIT-TOTF'  RT  Ft  H#H  tJHT  HFT  ^3TT,  TOl#  TTgFRt  %  f#TT 
TO  TOHTtHH  RT  HTO  3R5T  TOlH  iro«F  ^TT|  TOTTOT-iI  RT  3HTO  hTt 
TO  HTTOTOT  TOTOHT  3RRTOT  #  TOfIFT  TO  TRH  TO  TO^H 
ITOrt  rrtt  t,  hTOr  to#  tort  TO  #r  fr^  tr  t#i  f# 
tttoT  toTt  TO  toTOh  RT  TOT#  TOTO  t  fTRR  tjTO  t#TT  TOt, 
RTOffR  HFT  fTOFTTH  HT  TOf#H  T#  RTTOT  tl 

11.  urafros  -  srt# 

3ffHRT  TOTTOTHT  Rt  HTRfHR  TO^f#f  T^R  fTOfTOR  TJRTT  TOt 
TjTO#  TO  3THTO  F#  t,  tTOTO  TOTHH-HTHH  RFTO  t,  #  '®TFT 


(TOTFT )  3#  HTFT  (FTffT-TOHtTO )  RT  HR  TOTOTh  FTHT 1 1  RFTTRTT 

r#  TOTtotr  hfhTO  f,  frorTO  r#  TOThT,  r#  ^nf, 

#TO‘TOqRH’R#tHHTHHTTT#TOTFtFTHttl  TORH-HRH 
TOt  TO  TOR  F#  t  -  RTfFHt  3#  TOTOTFftl  RTfFHt  TOT  TO^f#f 
%H#T3^HI^TO#TTOHHTTORTHFTFTRFTHTtl  3TTHRFT 
Rt  FHT  TO,  TOTTTO  TO  H3T  RlftTO  3#  TOH  TO  TJF  W  (HTfTOR 
TJF  R  TTRTH  TO  TO#T)  TO#  HT  TTRHT  tl  HTOIFlT  TOTV#f< 
HTR  R#,  TO#T  TOt  TRH  RT  HJ5  R#  3#  3Rf#HT  Rt  ^T 
RtTO  TOt  fFTTT  HHt  HR  HTsfHT  TO#T  tl  FTTRT  H#H  FR 
TOfTOr  to#t  t^  hr  nf#  hththrt  hhtht  ti 

12.  ■gn-yTO?! 

TOTOTFfT  RT  HfHTOTHTTFfT  TO^fTO  TOt  TOHI^,  TO#!  TOT31THT  RT 
HRH  Hf#  -TJHHTTt  HR  TH#  hTO  R  TOT#  TO  TTTT£F  FIHT  t, 
#TO  TOT  RfRH  TOpHMFI  (HRm-THTO  #T  HR  TOTRt)  #T  FR 
TOHT  HR#  fH  ^T  tl  TOTO  Ft  HFf  FHRT  HTHT  t,  »jfTO  HT 

if  pT  TO  tjhhtTO  fTO®#  TOht  ti  ftt  hrtt  hf  tpj  3# 
TOTOhTO  Rt  RTTOT  Tot  HfH  TTRR  HFf#T  RTHT  tl  HF  TTFTOTOT 
rfT htTO htfTO  TOTTOT rh TOf#f  frh^TO  stthMf rt  TOT 

3TTHTFH  RTHT  tl  3R#  HRT  TO  HF  TOTH  R  TOTH-FT-THH 
hTTOT  FfTOr  (TTTfH  RT  HR  TOHFTRTTOHT  HFTTR )  Rt  fHHH-HT5 
rT  3TfTORfRH  TOht  ti  hTt#  HRT  TO  TJHHTTt  toTOhht  (hthr 
rT  rht  htittt  )  rfft#  hth  cttftT  TOtRH#  htTOht  h## 
RTHT  t  3#  FTTR  TOTH  FFTIrT  TO  RRH  TOTHHT3TO  RT  TOFtH 
TOTO  t^  FTH  HFTH  HHT  RH  ‘lld'MI  (HT#)  TOT  HTRT  RTHT  tl 
FTOR  HTF  TOt  RH  HT  HTOH  Rt  HT  TOHT  R#  tl  FTO  TOR  TO, 
TOTTOTR:  RH  TOfH  FTTO  #T  iFR  3TTTTO  tTcTT  t,  fRT  3#  TOh 
HHT  HHFT  Ft  HTHT  tl 

13.  ^THT  To#  HT  TOmTt-T#HTT  HTR 

RR  3#  rTOT-RTOT  TTTOHR  RT  HF  RH  HR  HTHR#  fHTRH 
TO  nf#  TOt  hTOht-rhT’  TO  TOHffHR  tofrrTO  tl  TJHHTTt  FR 
HI  R  hTOr  Rt  TOTw  fRH  HTH  Ff  TOR  HH?T  3TTTTO  FT 
HTHT  tl  FHT  (HFT  #Tft)  3#  RTfFTHT  (HR  HRTT  RT 
1TFf#TFHTf/H#)  Rt  RHt  RfTO  #T  H#  H#T  #T  TOH#  HR 
HFf  3#  HR  3T#m  HR#  tl  fRT  HI  HR  RH  R#  fH 
3T#  TO®T3jf  #T  TOTH  #Rf  #T  TTTO^T  HTRT  F#  tl  H^  % 

Hfn  3htTO  torth  rT  hr  rh  TO,  fTOr  3t#  fTOTO  rT  hTOTh 

HT  ^3#  1H  tl  #T  RR  HT  TR  RT  RH  ®fFT  (#TFT) 
3#  HTFT  (FT#  HT  TO#)  Rf  TOHH  %  TOTH  3TTTTO  tlHT  tl  HF 
RH  HTRRHT  3#  FTlfTOcH  Rf  fHFTHHT  fFR  FtHT  t  3# 
HTT[fH  TOTOFTR  #T  TOH  3TTT  HR  ##  HTHTHTH  HcRH  tf 
TOldl  tl 

RR  TOTOT  HT#H  TO  fdfW  RR  FTH  RT  HRT  HR#  iRR 
nidi  t,  #)  3TRl  THHH  TO  TOf#T  RH  R[  fHfHTRHT  RFf  HT 
TORHf  tl  TOTTH  #T  3FH  fR#  TOt  RH  TO  HF  fdfVIR  FTHRH 
HFf  fF®Ht  I  F#  Id  Mild  f#H3tf  TO  HR  TOfRH  TO  3?fTOHH  #H 
#  Ft  RcffTl®  FTH  Rf  R#  RT  HTRT  #TR  HRTT  t  (TOTHHTHHTO 
#T  Ft  RThM  FTH  #T  fHHftH  TOfTO#  ##  TO  TOFHT  FTH  Rt 
HTjfH  %  FTTT)  I 


14.  TOmt-TOTOf  ht  TOthT-hhfttt  hm 

#TOT  fR  HR  TO  TTRH  fTOFTHT  t,  TOtHt-TOTOT  HTH,  HH  Rt 
RlfFTHf,  HRTFT  3#  3RT  #f  Hf#t  RT  RH  tl  HF  THt-RHTO 
FTTfFRH  TO  R#  tl  3#  fTO  HTFT  Rf  TTOTH  TO  Ft  31#  TJFTO 
RHTRTTOh  #toTO  HTFff-HH#)  Hf#)  R  TOTH  HTRT  fRHT 
HTHT  tl  TOR  TO  fRFTTTTHTHT  R  FTFRT  RT  TOTfHHT/RTfFTR 
rT  hThttr  TO  tohtr  hrh  ti 

FTO  RH  #  Ft  TOFT  F#  f-  (R)  HfHHTT  HTH  (®tFT  HR  TO# 
fHHHR  3TFTTO  TOf#  RH)  3#  (®)  HFTTRT  HTH  (HFTTR 
TOf#  RH)  1 

15.  ^  HTH 

FTO  FTO#  TO  fHRH  RTTORTO  R  TOH  TO  fTOtHH  Hf#T  #T  H# 
FTFTf  Rt  HTRT  RTHT  tl  RH  TO  TOFT  HHT  RJ  (HRT)  TOTOT 
3HfdR=fd  HTR3TT  RT  HHH#  fRR  HRTT  tl  RH  TO  3#R 
pTH  HTFft  HHT  3#-Ht#  HTH  Rt  TOfHHT  HTRH  Rf  HTHf  tl 
HRT  RT  3RHt  SH#  #T  RTTOT  rFM  H^  RFT  HRTT  t  R#  FTO 
HRTT  HHTHT  HRTT  t  fR  RH  %  TOTOH  TO  fRR  TO  HR  HRTT  Rt 
STTHTHTh  «H#  HHTOH  Ftl  HTHR  RT  HTOTHRTFft  3TTR#T 
3TRTTT  RS  Hf#f  RTT  RST  HTH  Rt  HT#  RTT  HF  HTHT  tl 
TOH  HT  iHFTTOTH  HTH  TTR  TOTOH  TO  HR  TOt  TTHTF  HTFT  fHHT  Ft, 
3THHt  RFT3Tt  HR  tRR3tf  RTT  fTO#  R  H#  HcTOTF  (#HR) 
HR  #  tl 

16.  Tito  rh 

TOTTH  TO  3#t  3TOH  HfHTOR  Rt  Ft  TO#  HTH-TOTH  RWRftFTT 
#T  HHT®RTt'  %  TOTH  RFT  TTTOFftFTT  RH,  3TTOTO  TO  TOt  3THHt  Ft 
HR  fHf#H  #ft  TO  HTRT  fRR  HRH  tl  HF  RH  THTf®H  R 
'  it  TOt  #T  TOH  TO  HR  3TRTOT  RT  HR  R®!  Rf  HTTO  3TRR  TO 
HRTRTT  #  Rt  HTRT  RTR  tl 

TOt#  Tort#  TO  3t#  hthr  Rf®  TOthtft  r  ttto  #ft  3# 
RHH#  TO  3THTO  TTO  RRT  SKI  FTO  RH  TO  Hftf#  RTHTRI 
HF  TOFFR#  t  fR  TOH  #ft  Rt  TTTOFftFTT  TO  TOR  3T#THH 
tl  HF  #ff,  HFT  HT  TOTTOHH  RTH  HR  TOTOHFTO#  R  3TRTOT 
TO  TORHt  t,  RHtfR  3TTOTO  R  #THHTF  RT  hTOrTTH  #  TOH 
TO  F#  HT  3TTRf#  tl  FTTOTOTO  TO#  HRH  T#f  Rt  TITOcdldl 
Rt  3T#t  #Tt  tl  F#  TO  TOHffHR  HfTO^  t  -  Ff®HRH-TOH 
Rt  TOTOFftFTTI 

17.  OT# 

(r)  TJHRT  HTOFt  (HFT,  HFJFt)  HFRTT  t,  TOt  #ff  3#  TO 
TOtTOt  F#  t  3#  3#  Rf  3#  FFRt  TOt  HTFT  fHRFft  if  R 
RTFT  TOTOTH  #T  TO#  TOTH  %  TTTOTH  HTOFt  RT  TOt#  RT  3#TO 
TOFT  HTFT  Rt  3#  tHRFTT  FtHT  tl  HF  TTRH  TOTTOTR  HFHHT 
t,  fHTfTO  RTHT  (#)  #T  fHHT  RTOT  HR  TO#  3TTHT  13TT  HHFTT 
RtH  3#  H®TO  HR  TO#  3#  H1H  #tF  fHH#  fTOTO"  HTFTT 
HR  TO  I  TO  <1  #0)  F#  tl  HF  RTRTt  ("HR  RTOT#,  fHTFT 
TOtTOt-TOTO  TOH#  #  FTfFHT  Ftcft  t)  3#  HR  TF#  FTT  R 
TOTFTT  HFHR  tl 


C^)  gRF  kt  kmTF  k  rf  ktF  ft  kt  Fzt  rt^t 
^TcTT  Hid  I  ITT  RRFT  klZ  -  gg>41dl,  Rt  RRTT  %  RTF  RF  ft 
¥twr  t,  Rft  Rttkr  f  Tpgf  kF  -  zrtfI  Rft  krtt  RfgRT 
kfr  RTFT  RffRT  (FMFK),  FIT  RF  RTFT  gRTZ,  g>Ff  Rft 

’M  rrt  ggr  rr  rTf  gtF  ti 

(tt)  krfRRt  kt  kmTF  -ft  rf  rIft  rtrtt  (gk),  rf  fkrm 
tf  k  Mf^id  fwr  frrt  Ftzk  rift,  d'litfl  in  rf  Rk  ft 
(FFTRft),  ktzt  RTgt'  FT  FTFT  F  %TT  FHiaR ,  Rt 
:gHfTt  F  RgtFt  kF  k  Ffkld  gtRT  fl  FFt-FFt  Rftk'  Rft 
aiWMdidl  R  HH^H-ddl  RT  fk-fr  Tgt  fR  RF  Fgk  Flf  fFT 

kt  rf%  tg  zrrIr  k  ctrtt  rtrt  ti 

18.  3TTORUT 

C\ 

RTgRkf  k,  rPmmi  g?R  k  fkR  sift  fkkF  3iFkt  aggRot 
Rft  Rkt  gr§FT  rr1r  k  Fit  wfft  t,  fid  ilk  gzk  k  akF 
Iff  r  Rk  k  ftft  fr  zy4lJi  k  Rgt  fi  aggRR,  rtf  rf 
FTt  dididiik  tg  kFt  If  fRfkz  fr  k  Iff  gk  ti  rtf 
ywldiatr  %  3RgFnf  3  HdiTFJgd  (kk  k  ftr  k  aggRR- 

Hdi<  RR  3ildiK  IdR),  did)  I  Mill ,  d'dl  3ftr  dddi  %  fkR 

f!f  kF,  Fkigdl  (rf  ff,  fkFk  kR  k  ktF-FFTR  gzgF 

Fkt  gkr  t),  -Hidkll,  kr  Fk  k  eutr  Rrk  t,  tpm? 
(gmf  %  fkR  Rkt  kt  gfkRi),  FTEkt  (<*ih4<)  atr  ggr 
frrt  mk'HH,  3gfk 

Tk  HidiHiik  kt  gfkFT  kg  aggRk  k  kk  (fkr  Ft  R^k 
%  fkg  tkwkt  kt  angkr  k  srrgtRr),  (kr  ksfkr 
ehni  k  m? h  did  k),  kd-kdT,  kR  ktff,  ^gkt  afk  Rk 
%  fkg  krr,  gkkrr^  (<+><n i^ki  k  fkg  kkz),  ■HiRr-TgR 
(ktk  rt  kk  kt  did>  kt  ktk)  kk  knfkkt'  kt  ydik 
kt  kijfdki  TTTfkR  t  kk  kkt  kk^T  3kgk,  Ent^aiT  arfgkt 
ct«tt  z^iT  3kgst,  sniki 

19.  HiSlVl  «HHI 

kREq^ndl,  kfTT  tk  ZFT  ft  kkfdd  d><dl  i|,  yi<^M-dil4f  kt 
■R^k  er  k-(^M<jid  k  gk  g«i  ^fk  f)  -  kk  - 

■q^jkf  afk  fnkk  Rrgkf  k  kkz  an^R  k  TRgkkRR- 
t*t,  tkfRR,  Rkr,  g^r,  et^t,  rtw,  rrrr,  ^trt, 
tkt,  fkgR  kfir  kkt  kt  3rr  RRjtii  g^kzf  (g^)  kr 
rtrrerrt  kzRRcrkrkk  y^dldi^i,^  -f^kraTafr, 
a7gr,  Ti^kt  ktr  kkk,  fkfkr  R?jkf,  Rkgkf  akf  k  fkg 
Z^kkT  k  RRJT  RTcTT  ti  ft  ^  TRgkkRR  rr  k 
arfkkrr  ft  grkzt  kt,  zkt  kr  k  kkt  rt  'k  k>  rtr  Rfk 
ti  -g^kk  akr  gdkf  rt  kRRT3tf  kt  3rr  kk  rt  tkft, 

ddisl,  RTR  afk  diM^  k  RRTRT  RTcTT  kl  FT  RTR  RR  fkkR 
ERR  71RT  RTRT  1?  fk  F  gktil  kt  fck  R3R  RiT  RRTRT 
RTR,  dlfk  arfkRRT  fdk  RTR  aTRTptt  k  RR-fRR  RRTI  FT 
kR  RR  aRR  3RRRfnT  f  -  fR^kt  RT  RWR  -  Wg3JT  k 
fkg  fkPdH  grkk  rrtrti  Fk  Ikgl ,  RR-rk,  kt  rrrr  ark 
kg  R>t  'STR  k  RRTRT  Rldl  ^1  fkt  RRT  Rfl  k  k  g<ali 

ariHdk  rt  3rr  gktzt  k  srrrt  k  ktk  kk  ki  Fk  RRTkt 
aflr  RTgt  «ld  kt  RTR  k  RRZ  RR  RRTRT  Rldl  kl  gkldl  RTt 


kid  k  IdM,  FT  FTRRRRRT  Ml'jkd’R  FTERt  k  kRR  tkg  Rid 

k ,  kk  -  kgR  rt  tkgr,  ffttr,  Rkr,  kF  Rrzt,  rrrrt  aftr 
F'TTTRT  kt  ejrti  fkR  RRRTfkk  kt  tRRlRR:  "grkk  RRTR  RR 
dll 4  klMI  Rldl  RT,  F%  TRfRRR  k  RTR  k  Rldl  RTRT  RTI 
fkkt  kt  FR  RR  ksK  gg  RT  kR«RFTeR  k  kRR  RTR  Rfk 

gktzf  kt  kfkRRT  kk  kt  g^Tk  RTk  ti#t  k  rrfr 
3trrr  fkkt  kt  arrkgRT  rr  err  an+fkd  RRkt  ti 

20.  »JRTT 

FfRRT  g?R  k  gRR  kt  ddidldi  RR>  d<f  k  gk  FR  k 
rtzrfrr  k  kkr  rtrf  rr  argqidH  RRkt  ti  grg  Rk  knk 
k  tkrg  ttIrrt  r4rt  akr  3rfkkRT  rr  frIrrt  kk,  rrt  - 
FFR,  did  I,  Midi  ark  did  RR  RRRtR  RRk  k  I  FT  kft  Rk 
tkkR  argqTRt  k  fRRT  RR  fRfRR  RRt  Rk  klH'Rdl  RTF  Rk 
RTcft  tl  FT  R^FT  k  tkg  FTRRRTTRT  RRRtR  k  RTTf  RTTk 
Rlkt  3TTETTFgR  FTRRt  f-  %FdT,  gTFTTRT,  RtTR,  EFT  (kk) 
kr>3TT  RTZt,  RRRRT  aftT  3TFRT  gkl 

21.  kRtR-FTH 

FfRRT  gTR  k  RTZRkR  RTgktRRRT  k,  gFT  RT  ktRT  (RRT 
3TRRT5  RTF)  RTRFF  affRRrk  fl  klRT  Rt  gktR  RdHIRiK 

rtf  k  aftr  gk  akfdk  k  rrtrt  rtrt  ti  FfkrT  kktR  k 

arfRRTkr:  ZRRtF  k  RTTR  FTR  RTF  FRffRRT  FkTFR  FR  RTF 
gtk  f,  kt  fkF  RRRT  k  did  RTF  f,  kk  -  RTRTF, 
Hldldld,  TfZtRTF  3TtT  FRtF  FTfRI  FF  FRf  k  FfkRgk 

ktk  kt  frr  k  kkt  k  rrtf  (RkgkkkF  fttr  k) 

ZRkR  k  cTTRT  RTTRT  tl  RckRT  FR  afk  RTFFT  kt  RRT  FFR 
fkftRRT  t  -  TiRT  fRRTTF  RRT  (RTRTT,  RRFRF)  I  gk  3TTF  kr 
F  gRT  FRRT  3FR  FTggTfRRT  kRT  k  FFR  kt  FTRFT  RRk 
k  fFg  ZRRtF  k  FTRT  RTRT  fl  RRcft  RT  R-lPdRI  (RTgk) 
3TR  gRT  gkF  RTF  t  afk  gk  FF  gt  Fk  k  ZRRTF  k  FTRT 
Rldl  tl 

FTaftRT  Fgft  k  RTTR  Rtt  gTg  Rft  fkRR  RT  Mdldl  FfkRck 
kRkFktkrRFTRRkkfFTiZRknkFTRTRTRTtl  FRT 

3FR  RR  RTF  FTfFRT  kt  3TFF  k  RRT  FFR  F  FTRRT  FR  k 
aMdl'l  k  RTTRT  RTRT  RT  I  gk  RRTR  3TFR  k  FTfgrR  k  R-ldK 
kk  RTF  TRTR  k  aMdl'l  k  FRET  k  kt  ddk<a  pHddl  tl 
gTRT  k  FfRRT  gTR  RTgfiT  k  FRR  fkg  RTR  RT<k  RTFt  k 

Rfgk  atr  RTRfkr  rr  RRkF  rr  rrt  ti 

22.  f +d 

FfRRT  gTR  k  29  RRTRT  gFT  ^TR,  15  FgRRT  gFT  ggT^  3kt 
32  gR  gFT  RRRW  k  RTTR  RTt  t"l  gTRTTfk  R|R  k  gFT 
ggjak  k  RTF  Ik  Ik'd  gTR  ktR-RRk  k  RftRTftRR  rtfT  k 
pHdcl-gdll  t  Idl'd,  addO  RRTRZ  (TRRT)  3tr  RRRTR  R|R 
fkR  ti  fRR  kt,  arfkRR  r4f  k  rtf  rft  gsraf  rr  Rkr 
FfRRT  giR  k  RgRRT  gFT  ■ggraff  k  ffr  frrt  ti 

RRTRT  (err),  FEfRR;,  fk#F,  RgRktRT,  Fkkfk,  FdNRH, 
Fgr,  fft  anfg  rft  rtzrrttft,  arfkRR  gkF,  kktR  frtrtt 
RRT  gFTg'ddMdl  -  kk  RTfR-RRRt'  k  RfofR  gFT  RTF)  k 


FFR  FRR  tl  gTRjffk,  RTRT  aPdrlHsId  RTTR-RRiEff  k  fRRRTRT 
gFT  kf  FfRRT  k  giZ  k  RTF  k  FTRT  FTRT  tl  FfRRT  RR 

arfkgn  gFT  kRR  gFT  g+diRkf  k  RrkkgiR  kf  frrt  k 

FFR  FRRT  tl 

gtt  gFT  kktR  FRTRTT  Rft  ‘gfe’  k  FFR  FRRT  tl  g*ll  gFT 
RTZRRTTFT,  FRtR  FRTRTT  atr  gFT  gRRTRdft  t  RfkR  g^ltg<d 
k  FFR  FRRT  tl  RTRTRT  gFT  RTTR-RREft  k  gRRftk  gFT  RR 
RRTRtR  FRTRFR  tl  ?Ft  RRTTT  FTg,  FRF  gFT  RR  FRTRtR 
FR1RFR  tl  gFk  FPdRd-R  fkggiR,  fR?]RT  3TF  FEfFfRT  RR 
arfkRR  gkr  k  zzkR  t  rrt  zrrr  zrrft  f{rrt  kkf  k  kf 
tl  gFTgRRTRRff  k  gRnj  FRgiR,  RTffRRT,  af^F  RRT  RRlgF 
RR  FfRRT  k  ZRRtF  tl  FfRRT  k  gkgiR  kf  3FR  FfR  RRER 
k  gFFR  k  RTF  k  RTRT  FTRT  tl 

RFFIRR  FR  k  ZRRfR  k  FTf  Frk  dldl  FJRR  gFTggTR 
t-  afRck,  Rrkz,  krF,  gFgz,  ftrr,  rrrr,  fir,  RFgz, 

RTF,  ktgTT,  gg<l,  RTFRT,  gcRlftl 

FfRRT  kkrt  k  ZRRfR  fkg  Rnk  k  1kg  Irfr  fr  k  fRErffFT 

gTR  gFT  t-  FTfl,  FRT,  RFt,  RRTR,  arkR,  did ,  dldl , 
RcrTR  (gFTgRRTRRft),  FTRTRT,  ktcRT,  FRT  (gRFtk  k 
3TgRR),  dPddlqgRRilq,  FFRRFR  (RIZRFTFR,  kktR  FRTRTT 
k  M  dR  I  i )  I 

23.  Rig  <d)i4 

FfRRT  k  RK  dil4  Rlt  RttRR  RTgT  RTRT  tl  FfRRT  grd  k 
ZRRfR  k  dig  RTR  did  d§d  k  RK  dil4  gdd :  gF  ggT, 
rt#  Rft  ‘iPd  akt  k  fkRTt  Mgg  t  aftr  k  rTfIrkrt  kt 
RffR  FTR  gt  FTR  fkfRR  FRTRTRT  yPd'FMf  RTt  kt  fgfFRR 

Rrkt  fl 

add  f  t  gzl ,  kkk,  RRFk,  kktFkgzr,  rItf,  igRTFt 
ktkFtaR,  Rlztdii,  ggrkFTRT,  kkgzt,  3rr  ^gzt,  kkft, 
grRrftl 

FfRRT  gcR  kf  RgF  ZRZ  ggT  arfR  RigFTRf  tl  kt  ydiK  kt 

arm  t-gFT  fIr  (kkrtR  ggT)  rrt  RgifR  arm  (fFkiPdd 
■^t)i  Fkt  rk  rtt4  ftrrrr:  gkt  aftF  kkR  k  arnkr  gtk 
ti 

24.  TFT  FIRlRd  IT^fk 

RFRKT  TTR  afk  FTRF  RTF  RT  aREnfkf  RRT  rftR  afeg 
FTaflRr  k  affRR  RTF  RR  RRT  FTR  gtRT  tl  TTTFRRRRT  gF 
RtR  Rft,  REJTR  RfTRT  ?XR  FR  RT  RFjfR  gTR  ^TR  Rt  RTcff  tl 
TTR  R  RTF  3TTE(lfFT  gF  J ltd  kt  gdi  'gR  FR  k  RTgR  Ididl 
RTRT  tl  gFk  3TR  k  TJREfTT  FRT  kt  FFgTTRT  t  Fk  fkT 
RF  RFIf  dlddl  t,  iRFk  RTZF  aftT  RTZFFF  RR  RTF  gtRT 
tl  RTFTR  k,  RgT  RT  RTZF  RR  3RT  gtRT  tl  f idllk,  gFk 
RK  Ft  ‘gfFR-FRF  FlfRFT’  ktR  RTF  RTF  t,  fRFk  ?TF 
Rg  k  F*fRT  Ft  RTTft  t  fk  RFjfR  k  ttFR  fkkf  kf 
RFTT  Ft  gF  Ft  RTF  fFRT  RTRI  FR  gt,  <Vldil,  3lfFtF3k 
aftr  kktRFTk  k  frrkt  tg  kt  FkiT  Rft  rtrI  ti 


Sattriya  Dance 

1.  Sattra 

The  Sattra  institution  resembles  to  a  certain  extent,  to 
the  Buddhist  monastery  system  or  the  mutt  institution 
of  the  medieval  period.  In  fact,  Sattra  is  more  than  a 
Buddhist  vihar or  mutt .  It  is  a  unique  institution  covering 
different  aspects  of  Assamese  social  life.  A  Sattra  is 
characterized  by  a  number  of  structural  patterns 
associated  with  religious  activities  to  accommodate  the 
devotees  or  disciples.  The  first  Sattra  was  set  up  by 
Shrimanta  Shankaradeva  near  his  ancestral  village  at 
Bordowa.  Gradually,  more  Sattras  were  established  by 
his  followers  in  different  places  of  Assam. 

There  are  two  kinds  of  Sattras  in  Assam.  One  is 
Grahasthya  (married)  Sattra  and  another  is  Udasin 
(celibate)  Sattra.  Udasin  Sattras  are  richer  in  dance, 
drama  and  music  than  the  Grahasthya  Sattra. 

2.  Mati  akhar 

Sattriya  dance  has  a  well-defined  repertoire  with  a 
distinctive  system  of  music  i.e.,  ragas  and  talas  and  a 
set  of  strict  rules  including  the  basic  ground  exercises 
called  Mati  akhar  and  an  extensive  repertoire  of  hand 
gestures.  Each  type  of  dance  has  separate  code  for 
dress,  music,  ornaments  and  rhythmic  syllables.  Mati 
akhar  are  meant  to  be  the  basic  preparation  for  the 
Sattriya  style  of  dance  which  help  in  the  body  formation 
and  flexibility  of  the  limbs  and  simultaneously  clarity 
of  hastas.  The  whole  grammatical  framework  of  Sattriya 
basically  rests  on  these  ground  exercises  and  the 
footworks.  There  are  64  Mati  akhar  as  recognized  by 
the  scholars  and  experts  of  Sattriya  dance.  Some  of 
them  are  pure  exercises  meant  to  make  the  body 
supple  and  flexible  and  others  are  constituents  of 
dance,  the  smallest  unit  of  Sattriya  dance. 

a)  Khosoka  :  Mati  akhar  or  ground  exercises,  which 
are  the  preliminary  lessons  on  Sattriya  dance,  begins 
with  Khosoka.  To  do  this  exercise,  a  student  (trainee 
dancer)  lies  down  on  the  ground,  flat  on  his  stomach, 
with  his  right  cheek  touching  the  ground.  His 
outstretched  hands  are  placed  on  the  two  sides  of  the 
body.  The  two  legs  are  bent  at  the  knees  so  that  both 
the  ankles  touch  each  other.  Now  the  guru  or  the  dance 
master  places  one  of  his  feet  on  the  back  of  the  student 
and  gives  pressure  on  the  arms  and  then  gradually 
moves  towards  the  lower  part  of  the  body.  This  ground 
exercise  is  also  known  as  dandavat. 

Ora  :  ‘Ora’  is  the  basic  stance  of  Sattriya  dance  which 
comprises  of  two  varieties,  i.e.,  Purush  Ora  and  Prakriti 
Ora,  meant  for  male  and  female  style  of  dancing 
respectively.  To  form  an  ‘Ora’  the  dancer  stands  with 
both  feet  apart  and  the  knees  bent  as  well  as  completely 
outturned.  The  gap  between  the  two  heels  should  be 
one  tala.  The  position  is  derived  from  the  ‘Mandaia’ 
sthana  mentioned  by  Bharata. 


b)  In  Purush  Ora  the  dancer  stretches  out  the  two 
hands  on  both  sides,  but  bent  at  the  elbows,  forming 
an  arc.  The  hands  are  placed  at  the  level  of  the  shoulder 
with  the  palms  showing  Patak  hastas. 

c)  In  Prakriti  Ora  too,  Patak  hastas  are  placed  apart 
in  front  and  at  the  level  of  the  shoulder.  Here  too,  the 
hands  are  kept  slightly  bent  at  the  elbows. 

3.  Mati  akhar 

a)  Tel  tupi :  One  should  lie  down  on  the  ground  flat  on 
his  stomach  to  do  this  exercise.  The  two  hands  are  to 
be  placed  on  the  two  sides  of  the  body,  while  the  palms 
touch  the  ground.  Gradually  the  hands  are  brought  just 
below  the  stomach  and  the  weight  of  the  body  is  shifted 
to  the  elbows  and  the  palms.  Simultaneously,  the  two 
legs  are  lifted  up  together  in  a  semi-circular  way  till  the 
tips  of  both  the  feet  touch  the  head  in  a  curved  posture. 

b)  Kami  tona :  This  ground  exercise  begins  with  a  sitting 
position  with  the  legs  kept  straight  in  front.  The  right  leg 
is  then  moved  backward  in  a  semi-circular  way,  by 
holding  the  right  toe  with  the  right  hand.  All  this  while 
the  body  pressure  is  placed  on  the  left  side  of  the  body 
as  well  as  the  left  hand  which  is  placed  on  the  ground 
downwards.  At  the  next  stage,  the  head  is  passed 
through  the  gap  of  the  right  hand  and  right  leg. 
Gradually,  the  left  leg  is  also  brought  backward  and  in 
the  meantime  the  whole  body  is  passed  through  the 
gap  between  the  right  hand  and  right  leg  to  come  back 
to  the  original  position. 

c)  Kasoi  Pani-Khowa  :  This  ground  exercise  begins 
with  the  ‘Kasobandh’  posture,  which  is  similar  to  that  of 
the  ‘Padmasana:  but  the  hands  are  placed  on  the  two 
sides  of  the  body  with  the  palms  touching  the  ground. 
Now  keeping  this  posture  intact  the  head  is  leaned 
forward  touching  the  ground  with  the  right  cheek.  And 
the  position  of  the  hands  are  changed  so  as  to  support 
the  body.  They  are  now  placed  on  the  ground  just  below 
the  stomach.  Now  the  support  of  the  whole  body  is 
placed  on  the  elbows  and  the  palms.  In  the  final  stage, 
keeping  the  above  posture  intact,  the  lower  portion  of 
the  body  with  ‘Kasobandh’  posture  is  lifted  up  as  far  as 
possible,  while  the  right  cheek  also  touches  the  ground 
to  balance  the  support. 

d)  Thiya  Ian :  To  achieve  this  posture  the  upper  part  of 
the  body  is  in  a  standing  position,  with  the  legs  apart, 
slowly  moves  backward  with  outstretched  hands  above 
the  head.  The  head  and  the  hands  move  backward 
parallel  to  each  other  in  order  to  touch  the  ground  with 
Kapota  hasta. 

Thiya  Ian  is  similar  to  Atikranta  Karana  as  described 
by  Bharata  in  Natyashastra. 

4.  Nadu-bhangi 

Nadu-bhangi  is  the  preliminary  dance.  Presumably,  the 
dance  enacts  the  legendary  story  of  'Kaliya  damana1 
of  Lord  Krishna  through  dance  movements.  It  has  two 
parts,  one  is  Ramdani  (preliminary)  and  the  other  is 


Geetor  Nach.  Ramdani  is  pure  dance  and  Geetor  Nach 
is  perfomed  accompanied  with  song. 

The  dress  used  in  this  dance  is  like  Krishna  Bhangi 
without  morapakhi  (peacock  feather)  in  the  mukut. 
There  is  no  abhinaya;  nrittahastas  is  the  only  means 
of  expression. 

5.  Jhumura  Nach 

This  dance  within  Sattriya  is  attributed  to  Madhavadeva 
and  originally  meant  to  be  performed  by  monks  in  an 
attire  which  significantly  represents  both  male  and 
female  elements.  The  dance  is  accompanied  by  five 
songs  of  the  Rasa-Jhumura  naats  (plays)  of 
Madhavadeva  besides  songs  and  bargitas  (raga  songs 
not  belonging  to  the  drama)  of  Shrimanta 
Shankaradeva  and  Madhavadeva  which  reflect  the 
sentiments  and  movements  of  action  of  the  gopis. 
There  is  no  abhinaya,  only  nritta-hastas  are  used.  Like 
Chali  Nach,  Jhumura  also  has  three  parts  comprising 
Ramdani  (preliminary  performed  before  the  song 
begins),  Ga-Nach  (main  dance  performed  along  with 
song)  and  Mela  Nach. 

6.  Behar  Nach  or  Bahar  Nach 

The  nomenclature  of  this  dance  presentation  within 
Sattriya  has  been  derived  from  the  play  'Bhojana- 
vyavahara'  by  Madhavadeva.  The  dance  presentation 
depicts  the  scene  of  Krishna’s  tending  of  cows  and 
playing  and  making  merriment  with  gopa  balaka  in 
Vrindavana.This  presentation  enjoys  a  high  status  and 
revered  in  the  Sattra  circle.  As  a  gesture  of  honour 
and  respect  for  the  dance,  the  audience  stands  up  as 
soon  as  the  whole  group  of  boys  pay  obeisance  to 
God.  This  dance  represents  male  form  with  graceful 
rhythmic  movements.  The  dance  has  two  parts- 
Ramdani  and  Geetor  Nach.  This  dance  is  performed 
rhythmically  and  does  not  give  any  expression  to  the 
song.  The  participation  of  a  few  jesters  in  the  midst  of 
this  dance  is  a  speciality,  who  entertain  the  audience 
with  their  strange  costumes,  comic  gestures  and 
caricature. 

7.  Chali  Nach 

This  is  one  of  the  most  characteristic  and  graceful 
presentation  of  Sattriya  dance.  It  is  presumed  that  the 
dance  presentation  was  so  named  because  of  its 
resemblance  to  the  beauty  of  Chali  or  spread  out  tail 
of  the  peacock.  It  also  might  have  derived  its 
nomenclature  from  the  Natyashastra,  the  treatise 
written  by  Sage  Bharata,  for  a  kind  of  footwork  known 
as  pada  carika  or  simply  chari. The  presentation  is  also 
known  as  Natuwa  Nach  in  some  Sattras,  as  they  were 
originally  performed  by  young  monks  or  boy  dancers 
(natuwas),  dressed  in  women  attire  like  gopis  as  a 
dramatic  representative  in  the  Sattras. 

The  songs  used  in  the  presentation(s)  are  usually 
called  bargitas  (religious  songs  composed  by 
Shrimanta  Shankaradeva  and  his  disciple 


Madhavadeva)  and  ankiya  gitas  (songs  from  the 
dramas)  which  significantly  reflect  thoughts,  actions 
and  sentiments  of  gopis. 

8.  Rajaghariya  (Courtly)  Chali  Nach 

This  form  of  Chali  Nach  was  originally  meant  to  be 
performed  in  the  royal  courts.  Presumably  Chali  Nach 
had  undergone  a  number  of  changes  to  be  adopted 
on  some  occasion(s).  The  costume  of  this  dance  form 
is  similar  to  the  other  Chali  Nach.  However,  the 
mnemonic  syllables  resemble  more  the  mridanga  than 
to  that  of  khol,  which  indicates  the  possibilities  of  use 
of  mridanga  in  Sattras. 

9.  Sattriya  Oja  palli 

Sattriya  Oja  palli  had  evolved  from  an  ancient  tradition 
of  choral  singing  and  interpretative  dance  forms  of 
Assam.  The  Oja  or  the  leader  of  the  Sattriya  Oja  palli  is 
a  dancer  cum  narrator  and  singer,  who  interprets  the 
songs  through  dance  and  also  explains  the  contents 
from  time  to  time.  He  is  accompanied  by  a  group  of 
about  10  to  15  members  known  as  ‘pallis’.  They  take 
position  behind  the  Oja  in  a  semi  circular  form  and  keep 
the  rhythm  of  the  songs,  by  playing  the  cymbals  and 
striking  the  feet  on  the  ground. 

In  Sattriya  Oja  palli  the  choral  songs  and  the  narratives 
are  taken  from  the  works  of  Srimanta  Shankaradeva 
and  Madhavadeva  and  also  from  the  Assamese 
metrical  versions  of  the  two  epics. 

The  singing  pattern  of  the  Sattriya  Oja  palli  strictly 
follows  the  raga  music  created  in  the  Sattras.  The  dance 
of  the  Oja  executes  both  pure  dance  and  abhinaya. 
The  pure  dance  part  is  based  on  different  foot-works, 
hand  gestures,  pirouettes,  elevations  and  also  different 
Mati akhar.  The  recital  begins  with  an  a/caa/pa/cfollowed 
by  displaying  of  tripatak  and  ardha  chandra  hastas. 

As  regards  the  abhinaya  part,  the  Oja  uses  different 
interpretative  hand  gestures,  facial  expressions, 
dialogues,  speeches  and  also  different  gaits  and 
stances. 

10.  Ankiya  bhaona 

“Ankiya  bhaona  is  a  generic  term  in  Assamese  and 
means  dramatic  composition  in  a  single  act  depicting 
the  religious  doctrine  of  Vaishnava  faith”.  This  dramatic 
performing  art  with  the  display  of  dance  movements, 
owes  its  genesis  to  the  one  act  plays  written  by 
Shrimanta  Shankaradeva’  and  Madhavadeva.  They  not 
only  served  the  purpose  of  religious  propagation,  but 
also  proved  to  be  a  great  source  of  entertainment  for 
the  masses.  Bhaona  is  usually  performed  in  the  open 
space  inside  a  namghar  or  a  pandal  built  temporarily 
to  accommodate  the  spectators  in  large  numbers. 
People  enjoy  the  performances  from  all  sides  except 
the  eastern  one  where  the  sinhasan  or  alter  is  kept. 

11.  Preliminaries  -  Dhemali 

The  actual  performances  of  Ankiya  bhaona  begin  with 


a  distinctive  sort  of  Purvaranga  which  is  called  gayan- 
bayan,  an  orchestral  music  of  khol  (drum)  and  tala 
(cymbals).  The  artists  wear  all  white  attire  which 
includes  a  white  dhoti,  a  white  shirt  called  ‘chapkon’ 
and  a  white  turban.  The  gayan-bayan  has  its  two  parts 
-  cahini  and  dhemali.  Cahini  is  a  brief  concert  or  an 
intermediary  stroke  on  musical  instruments  in  between 
two  concerts.  Utha  (rising  up)  cahini  at  the  begining 
and  guru  ghat  (concert  in  honour  of  the  religious 
preceptor)  at  the  end  of  the  preliminaries  can  be  seen 
in  present-day  practice.  The  dhemali  is  a  prayer  meant 
to  seek  benediction,  purify  the  space  of  performance 
and  overpower  profanity.  The  idea  is  to  bring  in  the 
sacred  element  for  a  performance  inspired  by  God. 

12.  Sutra-pravesha 

After  the  brilliant  display  of  dhemali,  Sutradhari,  the 
principal  character  of  Ankiya  bhaona  appears  from 
behind  a  white  screen  held  aloft  by  two  persons  through 
agnigada  (an  arch  of  torches).  As  the  screen  is 
removed,  the  Sutradhari  is  seen  in  bowing  posture 
touching  the  ground.  In  this  way  he  pays  obeisance  to 
God,  and  the  assembly  of  rasikas.  He  also  invokes 
God’s  blessings  through  slow  dance  movements  called 
sarubhangi.  In  the  next  stage  he  recites  as  well  as 
gives  expressions  to  the  contents  of  the  nandi  shloka 
(a  benedictory  verse  in  Sanskrit).  In  the  third  stage  the 
Sutradhari  recites  the  devotional  prayer  called  bhatima 
(profusely  praising  the  hero)  accompanied  by  hand 
gestures  and  dance  movements  to  signify  the 
sentiments  expressed  in  the  verses.  The  later  stage  of 
the  dance  is  called  bar  bhangi.  In  this  part  the  dance 
generally  begins  to  rise  in  tempo  and  becomes  rapid 
and  more  vigorous. 

13.  Krishna  Bhangi  or  Gosai-Praveshar  Nach 

This  dance  of  Krishna  and  sometimes  Ramachandra, 
is  the  most  significant  among  the  pravesha-nrityas 
(entry  of  the  character)  in  a  dramatic  representation. 
The  grand  entry  begins  as  soon  as  the  Sutradhari 
announces  the  entrance  of  the  Lord.  A  curtain  and  an 
agnigada  is  held  in  front  of  the  dancer  amidst  deafening 
sounds  of  daba  (big  drum)  and  kaliya  (a  kind  of 
clarionet  or  pipe).  The  Lord  then  makes  his  appearance 
with  his  companions  engaged  in  a  dance  to  the 
audience.  In  a  gesture  of  obeisance  to  God,  the 
audience  bow  their  heads  touching  the  ground.  Then 
the  dance  of  Krishna  or  Rama  begins  with  the 
accompaniment  of  khol( drum)  and  tala  (cymbal).  This 
dance  is  characterized  by  grace  and  sublimity  and  an 
aura  of  divine  atmosphere  is  created  all  around  the 
performing  hall. 

The  presentation  of  Krishna  Bhangi  is  characterised 
by  the  frequent  use  of  the  unique  Krishna  hasta,  which 
is  typically  Sattriya  in  character.  In  no  other  dances  of 
India  this  unique  hastamudra  is  seen.  It  is  represented 
by  placing  of  two  Kartarimukha  hasta  of  Abhinaya- 
darpana  in  a  line  facing  opposite  directions  (in  contrast 


to  the  two  Mrgasirsa  hasta  as  in  Bharatnatyam  or  by 
placing  of  Sandamsa  hasta  as  in  the  Manipuri  style). 

14.  Gopi-Bhangi  or  Gopi-Praveshar  Nach 

As  the  name  indicates,  Gopi-Bhangi  Nach,  is  the  dance 
of  milkmaids  of  Vraja,  of  Yashoda  and  other  women 
characters.  It  is  full  of  feminine  grace  and  is  performed 
in  a  very  subtle  circling  movements  turned  to  by  soft 
rhythm.  In  Sattras,  teenaged  boys  are  attired  in 
costumes  representing  gopis  i.e.  milkmaids. 

The  dance  has  two  parts  -  (a)  Bajanar  Nach  (dance 
with  mnemonic  syllables  of  khol)  and  (b)  Shlokar  Nach 
(dance  with  shloka). 

15.  Yuddhar  Nach 

This  presentation  relates  to  fighting  between  various 
characters  as  a  special  feature.  Accessories  such  as 
gada  (clubs)  and  dhanu  (bows)  are  used  in  the  dance. 
The  dance  is  characterized  by  a  number  of  revolving 
and  to  and  fro  movements.  The  bows  because  of  the 
sound  are  called  ketep  dhanu.  These  are  made  so  as 
to  produce  some  knocking  sound  during  action  in  the 
dance.  The  spectacular  appeal  of  drama  is  often 
enhanced  by  the  performance  of  Yuddhar  Nach  by 
some  characters.  They  arouse  excitement  among  the 
audience  through  their  gestures  and  actions,  even 
without  speaking  a  single  dialogue  at  a  given  time. 

16.  Rasa  Nritya 

Rasaleela,  like  its  counterparts  in  India,  associated 
with  the  well  known  episode  of  Krishnaleela,  is 
performed  in  its  own  specific  form  in  Assam  too.  The 
dance  represents  the  communion  of  the  individual  soul 
in  the  form  of  the  milkmaids  or  gopis  with  the  super 
soul  that  is  Lord  Krishna. 

Shrimanta  Shankaradeva  through  his  play  Keli-gopala 
or  Rasa-krida  and  Madhavadeva  through  his  Rasa- 
Jhumura  introduced  this  dance.  Significantly,  Radha 
is  absent  in  the  Rasaleela  of  a  Sattra  style.  This  style 
may  have  been  prevalent  here  in  accordance  with 
Bhagavata  Purana  and  Bhagavadgita,  as  the  theology 
of  Assam’s  Vaishnavism  is  firmly  based  upon  it.  Almost 
all  the  principal  Sattras  have  their  own  style  of 
Rasaleela.  The  most  famous  among  them  is  Rasaleela 
of  Dakhinpat  -  Sattra. 

17.  Ahaarya 

a)  Sutradhara  wears  a  turban  (pag,  paguri)  with 
upright  sides  and  slightly  protruding  in  the  front 
or  in  a  style  similar  to  Mughal  emperor's  head- 
gear  with  the  back-end  of  the  turban  protruding. 
He  wears  a  white  costume  consisting  of  thin 
coat  coming  down  to  the  waist  (phatau)  without 
collar  and  a  skirt  (ghuri)  with  very  broad  bottom 
ends  coming  down  to  the  ankle.  He  wears  a 
karadhani,  a  waist-band  with  hanging  strings  of 
pearl-like  beads  and  a  white  necklace  or 
garland. 


b)  Krishna’s  costume  consists  of  a  yellow  coloured 
dhoti,  bukuchola  -  a  small  black  or  blue  coat 
with  quarter  sleeves  and  coming  only  near  the 
waist,  cross  bands  and  waist  bands  of  broad 
silvery  or  golden  lace  -  a  tangali,  mukut  with  a 
peacock  feather  and  garland  of  flowers  and 
finally  a  pair  of  brass  nupur  -  anklets. 

c)  The  costume  of  the  gopis  consists  of  a  loose 
ghagra  (ghuri),  a  specially  decorated  riha  or 
wrapper,  tangali  or  a  brocade  waist  band,  a  black 
or  blue  blouse  with  short  sleeves  and  decorated 
with  golden  or  silvery  lace.  Sometimes,  a  thin 
veil  is  used  to  cover  the  head  depending  on  the 
necessity  and  appropriateness  of  the 
characters. 

18.  Ornaments 

As  for  ornaments  a  wide  range  of  special  Assamese 
ornaments  are  used  for  Sattriya  dance,  although 
number  of  them  are  no  more  in  use  due  to  non¬ 
availability.  The  ornaments  are  distinctively  different 
in  style  for  male  and  female  performers.  As  such  the 
ornaments  for  male  performers  include  makarakundala 
(lizard-like  ear-ornaments  of  gold),  loka  paro,  unti  and 
long  keru  for  the  ears,  matamani  (a  lace  with  a  drum¬ 
like  golden  bead  in  the  middle),  satsari  for  the  neck, 
gamkharu  (silver  bangles  for  the  hand),  karadhani 
(waist  band)  and  nupur  or  anklets  etc. 

The  ornaments  for  the  role  of  female  dancers  include 
jethi  (lizard  like  ornaments  to  decorate  the  head), 
kundala  (which  were  worn  in  the  perforated  ears ),  gol- 
pota,  jon  biri,  dug  dugi  and  bena  for  the  neck, 
muthikharu  (bracelet  for  the  wrists),  nak-phul  (gold  or 
silver  nose-pins)  and  a  variety  of  finger  rings  namely 
jethipotia  aanguthi,  bakhorua  aanguthi,  uka  aanguthi, 
etc. 

19.  Mask  making 

The  Green  room  as  it’s  name  signifies  is  a  house  for 
keeping  model  works  ( pusta  in  Sanskrit)  such  as  life 
size  representation  of  animals  and  other  inanimate 
objects  -  chariots,  throne,  mountain,  tree,  bows, 
arrows,  sword,  javelin  spear,  club,  trident,  shield  and 
such  other  objects.  The  masks  (mukha)  are  generally 
used  to  represent  super  human  characters  such  as 
certain  Gods,  asuras,  demons  and  also  birds,  various 
animals,  reptiles  and  so  on.  The  actors  representing 
these  characters  wear  these  masks  with  matching 
wings  or  tails.  The  masks  and  the  effigies  are  usually 
made  out  of  clay,  wood,  bamboo  and  cloth.  Special 
care  is  taken  in  making  them  light  in  weight  to  enable 
the  actors  to  move  with  ease.  Another  added  attraction 
in  this  field  are  the  queer  masks  for  the  jesters  or 
bahuwa,  also  made  out  of  clay,  cloth,  rough  paper  and 
bark  of  trees.  These  masks  for  head  and  face  are 
usually  smaller  in  size  than  other  masks.  They  are 
carved  out  of  wood  and  hard  bark  sheet.  Paints  used 
in  colouring  the  masks  are  usually  prepared  from 


natural  sources  such  as  hengul or  sindura  (vermillion), 
haital (yellow  arsenic),  indigo,  geru mati (brown  ochre), 
lamp  black,  collyrium  and  mica  dust.  Monks  who  were 
specially  assigned  the  task  of  making  masks  were 
known  as  Khanikars.  The  store  room  or  green  room  of 
any  Sattra  often  draws  the  attention  of  any  visitor  with 
eye-catching  display  of  rows  of  readymade  masks  with 
names  attached  to  them. 

20.  Make-up 

The  technique  of  make-up  in  Sattriya  dance  closely 
follows  the  tradition  as  enumerated  in  the  Natyashastra. 
Four  elementary  colours  viz.  white,  blue,  yellow  and 
red  are  used  by  the  Sattriya  dancers  and  actors  for 
painting  the  face.  Pigments  of  different  hues  are 
obtained  by  mixing  them  in  different  proportions.  The 
basic  materials  used  for  the  purpose  were  generally 
hengul  (vermilion),  haital  (yellow  arsenic),  nil  (indigo), 
dhal  (chalk),  gerua  mati  (brown  ochre),  lamp  black 
collyrium  and  mica  dust. 

21.  Musical  Instruments 

In  dramatic  performances  of  Sattriya  dance,  the 
mridanga  or  khol  (an  Avanaddha  vadya)  is  almost 
indispensable.  The  khol  is  a  two  faced  cylindrical 
instrument  and  played  with  the  fingers.  The  most 
common  Ghana  vadya,  which  is  invariably  used  in 
Sattriya  music  is  the  different  kind  of  tala  (cymbals), 
namely  -  bartal,  patital,  khutital  and  manjira.  The 
nagara  ( nageri  -  in  southern  India),  in  pairs  are  used 
in  some  Sattras  to  accompany  devotional  song.  A  huge 
daba  (kettle  drum)  is  a  common  feature  in  every  Sattra 
and  Namghar.  It  is  usually  used  to  announce  the  time 
for  worship  or  other  community  service.  The  kali  or 
kaliya  (pipe)  is  a  rare  instrument  today  and  is  used 
only  in  a  few  Sattras. 

Shankha  (conch-shell)  is  used  to  announce  the  entry 
of  august  personages  or  victory  in  a  war  in  a  bhaona 
performance.  Another  stringed  instrument  sarinda  was 
widely  used  in  Assam  at  one  time.  Similarly  mention 
has  been  made  in  literature  of  Assam  regarding  the 
use  of  a  sitar  like  instrument  called  rabab.  Lately  a 
tendency  seems  to  have  grown  to  use  flute  and  violin 
in  music  accompanying  Sattriya  dance  performance. 

22.  Hasta 

Sattriya  dance  employs  29  single  hand  gestures,  15 
combined  hand  gestures  and  32  Nritta  hastas.  Although 
many  of  the  names  of  the  hastas  resemble  with  those 
mentioned  in  different  dance  treatises,  the  formation 
and  application  of  the  same  vastly  differ  from  them. 
However,  the  description  of  a  few  hand  gestures  in  the 
Abhinaya  darpana  closely  resembles  some  of  the 
hastas  used  in  Sattriya  dance. 

Hastas  such  as  Patak,  (Dhwaja)  Ardhachandra, 
Sikhora,  Padmakosa,  Sarpasira,  Alapadma,  Satura, 
Bhramara,  etc.  resemble  the  hastas  with  the  same 
names  as  described  in  treatises  like  Natyashastra, 


Abhinaya  Darpana,  Sangeet  Ratnakara,  and 
Hastamuktavali.  However  the  Tripatak  hasta  as  appears 
in  the  above  treatises,  is  known  as  Phut  in  Sattriya. 
The  Asimukha  hasta  of  Sattriya  resembles  the  formation 
of  Kartarimukha  of  Hastamuktavali  alone.  The  Muthi 
resembles  the  Musti  of  Sangeet  Ratnakara.  Suci 
resembles  the  Susimukha  as  described  in 
Natyashastra,  Sangeet  Ratnakara  and  Hastamuktavali. 
The  Sasaka  hasta  is  a  local  variation  of  the  Mrigasirsa 
hasta  of  the  treatises.  Similarly  Saraha  is  a  local 
variation  of  the  Sandansa  hasta.  Besides  Singhamukha, 
Trisula  and  Ardhasuchl  as  mentioned  in  the  Abhinaya 
Darpana,  have  their  use  in  the  Sattriya  style  too.  Four 
hastas  viz.  Krishnasarmukha,  Ghronika,  Ankusa  and 
Tantrimukha  of  Hastamuktavali  are  used  in  Sattriya  too. 
Hansamukha  of  Sattriya  is  known  as  Hansasta  in  the 
other  treatises. 

Some  of  the  combined  hand  gestures  which  are  in  use 
traditionally  are  Anjali,  Karkat,  Dole,  Pushpaput, 
Matsya,  Gajadanta,  Samkha,  Samputa,  Paso,  Moira, 
Mujura,  Jalak,  etc. 

The  Nritya  hastas,  characteristically  meant  to  be  used 
in  Sattriya  style  are  -  Hayre,  Sota,  Vansi,  Pranama, 
Archana,  Lola,  Lila,  Paliava  (Hastamuktavali),  Salana, 
Ketela,  Lata,  (as  in  Mrigasirsa)  Nalinipadmakosa, 
Alpallava  (as  in  Natyashastra,  Sangeet  Ratnakara),  etc. 

23.  Foot  Work 

In  Sattriya  foot  work  is  called  Bhariman.  The  large 
number  of  foot  works  used  in  Sattriya  dance  are 
basically  evident  in  the  basic  stance,  cadence  of 
movements  etc.  and  they  also  determine  various 
rhythmic  patterns  as  well  as  nature  of  stylization. 

Some  of  them  are  Juti,  Leseri,  Kasori,  Bogolikhuta, 
Chirol,  Khubali  Picholoa,  Chitika,  Nupurcholowa, 
Borjuti,  Ad  Juti,  Kerepi  etc. 

The  basic  stance  position  of  Sattriya  Dance  is  called 
Ora.  There  are  two  types  of  Ora  -  Purush  Ora  (male 
stance  position)  and  Prakriti  Ora  (female  stance 
position).  All  foot  work  generally  start  from  this  Ora 
Position. 

24.  Raga  based  presentation 

A  song  based  on  Kalyan  raga  and  Kharman  tala  forms 
a  part  of  the  final  stage  of  an  Ankiya  bhaona.  Usually 
this  song  is  accompanied  by  dance,  performed  by  the 
chief  characters  present  on  the  stage  or  arena  where 
the  performance  takes  place.  The  Kalyan  Kharman  is 
performed  in  a  fast  rhythm.  At  the  end  of  it  the 
Sutradhara  explains  the  narrative  and  then  utters  a 
shloka  mentioning  the  name  of  the  drama  and  the  play 
write.  Practically  this  is  where  the  drama  comes  to  an 
end.  However,  even  after  this  a  song  known  as  ‘Mukti- 
mangal  Bhatlma'  is  sung,  where  prayer  is  offered  to 
God  to  forgive  any  kind  of  lapse  occured  during  the 
performance  and  also  for  the  well  being  of  the  audience, 
actors  and  musicians. 
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TT5T  MM3M  M*MM>h1h  MMRM  MM  MT  khg  MM  W#  4  MMMt  MMT  MMM  MMMT  tl  ^  4fe  f^TM 

3TMMT  MM  4  M^f  44*7  f|  ^  TJM7  f44F  MR  MM  MMMM  t,  fwl  Mm4  MTMTfMMT  44r  4  faf^FT  M?M[ 
■Mp-Hfdd  fl  aTJMTfMMf  4  ^MT-'HH|4l'3H  ^  ^4  MM  MFF  Mlf^F  44444  M  MMg  MTMMlcMM'  yRl<f>Rl4 
4t  fcITlTdl  fcTM  fl  W T  MM  #4  4mm4m  £TM  Mm4  %M7  MR  m4iMT  4  MTTfMM  kfRT  MMTI  4t-4k  3TOM 
4  fkfMF  MMMT  M  MM4  3MJMTfM4  £RT  4k  MM  FRTfMcT  iMM*  MM  I 

3TMM  4  4  MMMT  4  MM  f  -  UMt  tj^TM  (fMMTf?M)  MM  4k  ^MTT  3<|4h  (4444 )  MM  I  MTTMkf  MM  ^JcM,  MTMM7 
MMT  444  4  MM  M  4TT  M^  44  fl 

4m  :  (MT)  MM  MM  MTW  4TMT  (MMTT)!  Rl)  MM  MM  4dR=b  MTM  (44)  I 


1.  Sattra 

The  Sattra  institution  resembles  to  a  certain  extent,  to  the  Buddhist  monastery  system  or  the  mutt  institution 
of  the  medieval  period.  In  fact,  Sattra  is  more  than  a  Buddhist  vihar  or  mutt .  It  is  a  unique  institution 
covering  different  aspects  of  Assamese  social  life.  A  Sattra  is  characterized  by  a  number  of  structural 
patterns  associated  with  religious  activities  to  accommodate  the  devotees  or  disciples.  The  first  Sattra 
was  set  up  by  Shrimanta  Shankaradeva  near  his  ancestral  village  at  Bordowa.  Gradually,  more  Sattras 
were  established  by  his  followers  in  different  places  of  Assam. 

There  are  two  kinds  of  Sattras  in  Assam.  One  is  Grahasthya  (married)  Sattra  and  another  is  Udasin 
(celibate)  Sattra.  Udasin  Sattras  are  richer  in  dance,  drama  and  music  than  the  Grahasthya  Sattra. 

Pictures  :  (a)  The  exterior  portion  of  the  Sattra  (above),  (b)  The  interior  portion  of  the  Sattra  (below). 
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2.  Hild  3TR3T 

■^Tf^rr  rr  ;TRiR<R3Tr  fT  rf  fFRa  ypjiidl  rf  rtIr  rtf  fsrhh  fF  rtfrrr  ^-riff  Rtf?R  thtt,  rtft  fR  fr  fwff  f  rf  rrr  rf  rptTr  ft  rf  ttwz  FTHt  Rf?R 

RF  FTF-RTF  RIFcT  |l  RRF  RR  M  R  FTRRT,  RTRtR,  3TT^Jpmf  RF  RTFRF  3T8RTT  FT  fRF-fRF  RTfFRT  fl  Rife  3RRR  RTfFF  RR  kkft  Ft  3TTFR*JR  rFTTTt  F  iFR  RTR  t, 
kr  Rkk  rftt  rf  mk  F  RFfr  Ft  fff  afk  rtr-rtr  (rrr  Tprefr)  Ft  ttoh  r  ww  Rtt  f  1  RfkF  Ft  Fjnf  riftPiif  fttft,  ^jrrt:  Wf  ^-rtfr)'  kk  rtr  ftr?  (4^4-4 ) 
RR  3TTFftR  fl  FfkFTT  RR  F  fFgTRt  RTT  fFRRRT  'gTTT  yu|||u|d  64  RTfR  3RRR  fl  PTR  R  Rp5  FRk  Ft  FTRtRTT  FTTR  F  %R  t  sfk  RR  RTfFF  RR  F  FRRR  RRF 
%  RRFF  fl 

F)  (ilklFI  :  RlfRF  RR  F  RRf«TTRT  %  RTfe  3RIR  F  R  FRF  T§kttFT  R  3TTRR  ttt  fl  FT  FRF  Ft  FRR  RR  OT  (RlTRRTTRf  RcfF) ,  FRTR  RR  RR  F  FR  RtR  RTRT  t,  3TR  RRFT 
RTtF  RTF  *jfR  FT  FcTT  tl  RTF  FT  FT  3TTR  fkFF  (RR)  fR  RTR  RTTk  F  FRT  3RR  ftt  tl  ttkf  tl  R^RT  F  ^F  FTH  t  RTfF  FRT  RfeRT  RF-RRR  FT  ^  RFI  3R  RRTRF  F 
RR  fktkTiT  SRft  RF  tT  Ft  s5R  %  ttt  RTFTT  t  RR  RM  RR  FTTR  RTFF  t  kk  fFR  Rft-RR  FRk  %  RtFT  iRRR  Ft  3TR  FJF  tl  RR  'R-RTFR  FRFT  Ft  FRFTF  tl 
3TTRT  :  ‘  3TRT’  RfRF  RR  FT  RF  F-TRT  RF  t,  fFRF  F  RFTR  t,  RF,  RRR  3TRT  RR  Rfft  3TTRT,  FT  RR  FT  RTR  TTF  TF  RtFt  F  fkR  tl  ‘  3TRT’  R  RcfF  RHf  FT  FT  3RR  FRF 
RTF  RFTT  t  ^tk  3TFT  Rptt  Ft  ^TT  FR  TTF  RRt  cTRR  k  FTRR  Ft  Rk  RtFTT  tl  tNf  RffF  (^FlF)  F  FF  F  3TF  RF  TTTRT  RTF  FfRRI  F?  fkrft  TO  RRT  dRnRsid  ‘tTSF’ 
RFRT  RT  Ft  Fl  tl 

T3)  'TO  3TRT’  t  FfF  tttf  3Tk  FF  RT«tf  FT  FRT  Ft  FR  dlkdl  t,  F  R  FTffFTt  F  ^F  ttt  t,  FT  RF  FR  (3RR#T)  FTTR  tl  FR  FR  F  RRR  F  tlR  t  Fk  RRtRRT  FTTF 
RRF  FT  fFsTTcft  tl 

F)  ‘OFftr  3TRT’  R  RTF  FTTF  M  Ft  3FRT-3TRRT  3TRT  k  FT  FT  F  FR  F  FT  FRTT  tl  RF  tt  F«tf  Ft  FTffFTT  F  RRF-F  ^FT  FR  RT3T  FRTT  tl 
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2.  Mati  akhar 

Sattriya  dance  has  a  well-defined  repertoire  with  a  distinctive  system  of  music  i.e.,  ragas  and  talas  and  a  set  of  strict  rules  including  the  basic  ground 
exercises  called  Mati  akhar  and  an  extensive  repertoire  of  hand  gestures.  Each  type  of  dance  has  separate  code  for  dress,  music,  ornaments  and  rhythmic 
syllables.  Mati  akhar  are  meant  to  be  the  basic  preparation  for  the  Sattriya  style  of  dance  which  help  in  the  body  formation  and  flexibility  of  the  limbs  and 
simultaneously  clarity  of  hastas.  The  whole  grammatical  framework  of  Sattriya  basically  rests  on  these  ground  exercises  and  the  footworks.  There  are  64  Mati 
akhar  as  recognized  by  the  scholars  and  experts  of  Sattriya  dance.  Some  of  them  are  pure  exercises  meant  to  make  the  body  supple  and  flexible  and  others 
are  constituents  of  dance,  the  smallest  unit  of  Sattriya  dance. 

a)  Khosoka  :  Mati  akhar  or  ground  exercises,  which  are  the  preliminary  lessons  on  Sattriya  dance,  begins  with  Khosoka.  To  do  this  exercise,  a  student  (trainee 
dancer)  lies  down  on  the  ground,  flat  on  his  stomach,  with  his  right  cheek  touching  the  ground.  His  outstretched  hands  are  placed  on  the  two  sides  of  the  body. 
The  two  legs  are  bent  at  the  knees  so  that  both  the  ankles  touch  each  other.  Now  the  guru  or  the  dance  master  places  one  of  his  feet  on  the  back  of  the  student 
and  gives  pressure  on  the  arms  and  then  gradually  moves  towards  the  lower  part  of  the  body.  This  ground  exercise  is  also  known  as  dandavat. 

Ora  :  ‘Ora’  is  the  basic  stance  of  Sattriya  dance  which  comprises  of  two  varieties,  i.e.,  Purush  Ora  and  Prakriti Ora,  meant  for  male  and  female  style  of  dancing 
respectively.  To  form  an  ‘Ora’  the  dancer  stands  with  both  feet  apart  and  the  knees  bent  as  well  as  completely  outturned.  The  gap  between  the  two  heels  should 
be  one  tala.  The  position  is  derived  from  the  ‘Mandaia’ sthana  mentioned  by  Bharata. 

b)  In  Purush  Ora  the  dancer  stretches  out  the  two  hands  on  both  sides,  but  bent  at  the  elbows,  forming  an  arc.  The  hands  are  placed  at  the  level  of  the  shoulder 
with  the  palms  showing  Patak  hastas. 

c)  In  Prakriti  Ora  too,  Patak  hastas  are  placed  apart  in  front  and  at  the  level  of  the  shoulder.  Here  too,  the  hands  are  kept  slightly  bent  at  the  elbows. 
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RT)  TtrT  RRt  :  TR  ^RTRTR  rR  RRR  %,  cqmmW  Rtf  %  RR  RRfR  RR  RTZRT  RTfFRjl  RTRT  RTRT  RR  RTTk  %  RU  RTRRT  RlffR,  RR%  ^sffRRT  RRlR  RR  sHf  RTlRRI  kft-Rtt 

iTsrf  RT  kr  %  ^trr  Rt%  cTptt  ^trtt  t  sth  mk  %  rrr  Rrt  r^PirT  sfk  ikfkRf  rt  Turn'd  Rd  rrt  |i  tttst-^tt«t,  Rkrf  krf  rT  rr  rrt  sTk-'fniRTT  fr  3 ttrt  tttst  rtf  rstrt 

RTtTT  ’§',  RTR  dR>  fRT  did  I  Mlki  Rfl  dldi  kTT  Rtf  ^HIRRK  TjpR  if  R  c^"l 

^)  c*>|1^  ttt  :  tr  ’i  =ttrtr  M  rr  arkr  Rft  3=rtr  ktk  vs  rrt  ff  ^t  3  rt^  fRt  ti  fRR  rt%r  kr  r?t  srk-^diRiH  rr  3  ktk  Rk  skr  ^  rttR  |,  Irrr  RTfF%  kt  Rk  RRRt 

(#J^)  RR  dlfed  TRR  R  M<*>Sd  f  I  SR  RRR  ?RR  RR  RRTR,  ?RR  %  RTAf  3TR  ART  ATT  IRA  RT  RTRT  RTTAT  t,  RT  RRtA  RT  ATA  Rk  3?k  RAT  RfRT  tl  START  RTR  R.  fRT  RTA  kr 
3TR  RTA  IRA  A?  RAT  %  #R  R  Pia>mi  RTAT  fl  kk-kk  ATT  kr  RR  At  At#  Rk  3TR  Rf  RTA  !  kk  SR  RpR  TJTT  rRR  tJH  fTRfcT  A  TATA  ^  RTftkT  kr  kk  RTfSA  RTA  %  ATA  % 
3TAT  A  RIRTT  TJRTAT  kl 

R)  d)lH$  RTRt  TAT3TT  :  AS  ^  WATA  ‘rRATAA’  %  RATA,  ‘RRARA’  tp  A  3TTTA  STAT  tl  AT  ST  AT  RR  tRR  %  ART  ATT  TTRT  RTAT  t  kk  skfRAT  gfR  RR  TJAt  fl  3TA  SR  tp  RR  t!R 

tt  RRR  fR  RTftR  RRR  R  glR  RR  fg  tRr  RR  RTRR  Rt  RU  ^RRRT  RRI  tl  RTRT  rR  fRrfR  RRR  tt  RTrR  t,  RTfRT  RTTR  RR  3TTRR  fRRT  RR^I  fRR  R  RtRT  RR  %  RtR  ^-jjR  RT 

RR  fRR  RTR  tl  RrRRRTR  gP  mR  RR  RTT  RRFpTRp  Rk  RR%RT  RR  tl  RfRR  RPTR  R  RRIRI  TJRT  RR  RRt  RRRT  T73R  ig,  RTTlR  %  fRRR  RTR  RR  ‘RR1RRR’  g^T  %  7RR  RTRT 

RR>  RIRR  Rp  RRR  R3TRT  RRRT  t,  RRpR>  3TTRR  RT  WTt  rR  RgfRRT  RrR  %  fRRT  RTRf  RTRT  gft  rR  RP  T5RT  tl 

R)  ftfR  RTTR  :  RR  TJRT  t  RRpT  RR  TRRTp  RTR  TRRP  gRT  R  tPR  t,  tr  RRT-gTTp  tf  3RRR  tft  fl  RTftR  RR  '3RRt  RTR  fpR  %  RRRT  tf  RTRT  RiP  3TPT  fRRRR  fR  -?TRp  rIrr  Rp#  RRp  3TTT 
RtP-Rft  RTRT  tl  ‘RRPTR  RRR’  %  RTR  'gfR  RTp  ekr  %  fpTR  fTTT  3ppT  RTR  Rpt  RTp  3Tk  RRHI-dT  RR  R  ^R  fl 

‘fRR  RRR’  RRRRTTRR  R  RRR  ?TR  Rf%  3TfRRRR  RRRT  %  RRH  f| 


3.  Mati  akhar 

a)  Tel  tupi :  One  should  lie  down  on  the  ground  flat  on  his  stomach  to  do  this  exercise.  The  two  hands  are  to  be  placed  on  the  two  sides  of  the  body,  while  the 
palms  touch  the  ground.  Gradually  the  hands  are  brought  just  below  the  stomach  and  the  weight  of  the  body  is  shifted  to  the  elbows  and  the  palms.  Simulta¬ 
neously,  the  two  legs  are  lifted  up  together  in  a  semi-circular  way  till  the  tips  of  both  the  feet  touch  the  head  in  a  curved  posture. 

b)  Kami  tona :  This  ground  exercise  begins  with  a  sitting  position  with  the  legs  kept  straight  in  front.  The  right  leg  is  then  moved  backward  in  a  semi-circular  way, 
by  holding  the  right  toe  with  the  right  hand.  All  this  while  the  body  pressure  is  placed  on  the  left  side  of  the  body  as  well  as  the  left  hand  which  is  placed  on  the 
ground  downwards.  At  the  next  stage,  the  head  is  passed  through  the  gap  of  the  right  hand  and  right  leg.  Gradually,  the  left  leg  is  also  brought  backward  and  in 
the  meantime  the  whole  body  is  passed  through  the  gap  between  the  right  hand  and  right  leg  to  come  back  to  the  original  position. 

c)  Kasoi  Pani-Khowa :  This  ground  exercise  begins  with  the  ‘Kasobandh’  posture,  which  is  similar  to  that  of  the  ‘Padmasana:  but  the  hands  are  placed  on  the 
two  sides  of  the  body  with  the  palms  touching  the  ground.  Now  keeping  this  posture  intact  the  head  is  leaned  forward  touching  the  ground  with  the  right  cheek 
And  the  position  of  the  hands  are  changed  so  as  to  support  the  body.  They  are  now  placed  on  the  ground  just  below  the  stomach.  Now  the  support  of  the  whole 
body  is  placed  on  the  elbows  and  the  palms.  In  the  final  stage,  keeping  the  above  posture  intact,  the  lower  portion  of  the  body  with  ‘Kasobandh’  posture  is  lifted 
up  as  far  as  possible,  while  the  right  cheek  also  touches  the  ground  to  balance  the  support. 

d)  Thiya  Ian :  To  achieve  this  posture  the  upper  part  of  the  body  is  in  a  standing  position,  with  the  legs  apart,  slowly  moves  backward  with  outstretched  hands 
above  the  head.  The  head  and  the  hands  move  backward  parallel  to  each  other  in  order  to  touch  the  ground  with  Kapota  hasta. 

Thiya  Ian  is  similar  to  Atikranta  Karana  as  described  by  Bharata  in  Natyashastra. 
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4.  SHTt 


Trferr 

Sattriya  Dance 


^-Hft  TrrsrfTT^r  ti  rt  Hr  1  fwH  (wt)  Dw  %  Hw-w  H 
HUlfuicb  wit  ¥Tc[cT  H  wt  tl  iHt  It  1-TFT  I,  W  t  <H<h1  (¥THTF)  3qfc  ^TTT  t-Hf* 
Wl  t  3Tk  Hr  TTM  Hr  It  Hr  tl 


TFT  HT  1  WT  'lit  H  HfcT  HRJTT  Hft  t,  tlHi  TJfR  1  tlTWt  (H  w)  Hf  Htti  RRr 
#TR  HT  Hn,  TTW  tt  #Rfef  ^FT  TfTW  Hr  tl 


4.  Nadu-bhangi 

Nadu-bhangi  is  the  preliminary  dance.  Presumably,  the  dance  enacts  the  legendary  story 
ot  Kaliya  damana1  of  Lord  Krishna  through  dance  movements.  It  has  two  parts,  one  is 
Ramdani  (preliminary)  and  the  other  is  Geetor  Nach.  Ramdani  is  pure  dance  and  Geetor 
Nach  is  perfomed  accompanied  with  song. 

The  dress  used  in  this  dance  is  like  Krishna  Bhangi  without  morapakhi  (peacock  feather) 
in  the  mukut.  There  is  no  abhinaya;  nrittahastas  is  the  only  means  of  expression. 


*)lVj>rd=b  Hcl 


Centre  for  Cultural  Resources  and  Training 


iprrti 

7  H  * 

fej— i-_333T  i 

5.  RT3 


Sattriya  Dance 


Triw  ^7  %  rt  ^rr  m  wt  ti  ^  *[TTcT:  rtcSdiPuTi  skt  tft-rr 

^FT  MRlIcH  n  TTJT  %  %T T  t,  fWT  ¥^IcT:  TJFT  cf?TT  T5ft  THT  ^FT  ^rTT  tl  RT 

%  RT?T  TfT?^R  %  TRT  ^TT  TC  %  RT^T  RtcT  *lt  t,  3tPdP<<+d  TTRRRcT  cTRT  ?}RtT 
^IchWd  #T  TftcT  TT^rr  RTTfcT  ('RTR^T  %  TFT  Ffa)  fW  t,  #  FffW  fsFFTRT  ^TfcTRt 
(RlFft)  3Tk  RTcRT3^  cfit  yPdfeffad  cFTtf  fl  RRf  3#TRT  F#'  ^TFT,  ^TcT  ^WWT  F7T  Mt7!  ^YrTT 
tl  RTcTl  FTF  %  TFfTF  ^TT  %  Rt  #d  RFT  ^  t  -  TFKFTt  (iftcT  3TRR  ^  R  WcT  FmfRF 
RT  TT  FRJF  RFFT  ^TcTT  t),  FT-FTR  (rftcT  TtftcT  FRfcT  ¥gTT  ^T)  3tR  ^TFi 


5.  Jhumura  Nach 

This  dance  within  Sattriya  is  attributed  to  Madhavadeva  and  originally  meant  to  be  performed 
by  monks  in  an  attire  which  significantly  represents  both  male  and  female  elements.  The 
dance  is  accompanied  by  five  songs  of  the  Rasa-Jhumura  naats  (plays)  of  Madhavadeva 
besides  songs  and  bargitas  ( raga  songs  not  belonging  to  the  drama)  of  Shrimanta 
Shankaradeva  and  Madhavadeva  which  reflect  the  sentiments  and  movements  of  action 
of  the  gopis.  There  is  no  abhinaya ,  only  nritta-hastas  are  used.  Like  Chali  Nach,  Jhumura 
also  has  three  parts  comprising  Ramdani  (preliminary  performed  before  the  song  begins), 
Ga-Nach  (main  dance  performed  along  with  song)  and  Mela  Nach. 
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6.  ”IW  RT  <e(6K  HI^i 


TTf^TT 

Sattriya  Dance 


TrfMTT  M  MR  RMTR  %  RTTM  i-T^R-c^K  ^  oRcHH  fl  TTf  RMjlR  if 

R  cRR  %  TyfiT  ^rR,  cf«TT  tRt  1RW  %  TTT«T  'did  I  Of  RR7T  %  ^TTT  M  y<i>fd  fMRT 
«  fl  MR  ^JM  Mt  TIR  TR^f  3  MM  TM  R  3MR  MM  fl  ^f  ^  <Mld=hT  MT  1JTT  TRI?"  JRJ  M 
MW  ^TcTT  t,  T#T  MM  Mt  ^JM  %  Ttfa  3RFTT  3TTM  affc  TfH  y<0fd  MM  fl  RM  MTTM 
MM  TTfcTMT  TTf%rT  ^RT  Ytcff  MT  RfMRfRM  MMT  fl  MR  MPT  t  -  TPKHl  cT«TT  MfM 

RM I  RM  1JM  MM  MR  R  RRJR  MtRT  t  sfa  MR$  RtcT  Ml  Mf^  3#-TMfMT  R?f  Mt  RfTcft  I 
%  #R  if  ^  fR^MFf  MT  MPT  #TT  fR  R7t  tMtWT  f,  MT  3TRRt  3#Mt  %T^|RT,  MTTR 
T^T3ff  3Tk  MI  RMjfo  MKT  MT  P-iURH  RR^  fl 


6.  Behar  Nach  or  Bahar  Nach 

The  nomenclature  of  this  dance  presentation  within  Sattriya  has  been  derived  from  the 
play  'Bhojana-vyavahara'  by  Madhavadeva.  The  dance  presentation  depicts  the  scene  of 
Krishna’s  tending  of  cows  and  playing  and  making  merriment  with  gopa  balaka  in  Vrindavana. 
This  presentation  enjoys  a  high  status  and  revered  in  the  Sattra  circle.  As  a  gesture  of 
honour  and  respect  for  the  dance,  the  audience  stands  up  as  soon  as  the  whole  group  of 
boys  pay  obeisance  to  God.  This  dance  represents  male  form  with  graceful  rhythmic 
movements.  The  dance  has  two  parts-Ramdani  and  Geetor  Nach.  This  dance  is  performed 
rhythmically  and  does  not  give  any  expression  to  the  song.  The  participation  of  a  few 
jesters  in  the  midst  of  this  dance  is  a  speciality,  who  entertain  the  audience  with  their 
strange  costumes,  comic  gestures  and  caricature. 


«lVfRl=t)  MlcT  RR  TrfTrSJR  #rm 
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7.  rtr 


Trf^RTT 

Sattriya  Dance 


^  rIrrt  ^rt  R^t  rrf  RRfpRRr  fc(ftic<i  r  H7i6i<l  y^Pd-yl  3  ii  t)rt  rfr  rtrt  i  fRt  ^r 
^TgfR  rt(  rr  rtr  ^Ryy,  Irrt  rrt,  RrR?fR7  rr  RTeft  rrrt  rr  rf)  ^  %  -q^r  rt  fR§R 
RNR  Tr  rrr  <^cii  ti  rrrr  rtr  rrt  RfR  rpr  tPrr  rtrrrtttr  R  y-q+d  r  Rt  ^tr 
^  ,Hchdi  R,  fRrr  RRRjfR  R  rrt  mr  %  hkri4  %  Rtr  y^Rd  fRTRT  t,  fRR  rtrrttIrrtt  rt 

%RRT  RTft  Rt  RTRT  «  T?l  RR  RTR  RTT  ^  RRT  R  RR3TT  RTR  %  RTR  Rt  RTRT  «  f,  RdTPh 
RTR  RTT  RRt  R  TJeRf:  RRT  HcRlPfldT  RRRT  TJRR  RcfRTT  (RR3R)  RTR  RRT  RTRRTtR  RfRfRfR  Rr 
TR  R  RTfRRT  RTt  RTfcT  TRt  RYT^RT  R  RRRR  RRJR  fRTRT  RTclT  RTI 

fR  yRtPd  3  RT  RtcT  R¥T  R  RTTR  RTR  f,  R^%  dRltcl  (RtRR  RTRTRfR  R  RRRT  f?RR  RTRRRR  £TR 
tIRR)  R  RfRTRT  RtcT  (RTRRTT  RR  RtcT)  RTRT  RTRT  f,  Rt  RtfRRT  %  fRRR,  oi|c|£K  ^  RRRRT#’  RR 
RfRfRfiRR  RTRT  fl 


7.  Chali-Nach 

This  is  one  of  the  most  characteristic  and  graceful  presentation  of  Sattriya  dance.  It  is 
presumed  that  the  dance  presentation  was  so  named  because  of  its  resemblance  to  the 
beauty  of  Chali  or  spread  out  tail  of  the  peacock.  It  also  might  have  derived  its  nomenclature 
from  the  Natyashastra,  the  treatise  written  by  Sage  Bharata,  for  a  kind  of  footwork  known 
as  pada  carika  or  simply  chari.  The  presentation  is  also  known  as  Natuwa  Nach  in  some 
Sattras,  as  they  were  originally  performed  by  young  monks  or  boy  dancers  ( natuwas ), 
dressed  in  women  attire  like  gopis  as  a  dramatic  representative  in  the  Sattras. 

The  songs  used  in  the  presentation(s)  are  usually  called  bargitas  (religious  songs  composed 
by  Shrimanta  Shankaradeva  and  his  disciple  Madhavadeva)  and  ankiya  gitas  (songs  from 
the  dramas)  which  significantly  reflect  thoughts,  actions  and  sentiments  of  gopis. 


RR^tfRR)  ^ftcT  RR  RlRT^FT  ^TRT 


Centre  for  Cultural  Resources  and  Training 
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8.  tniuR^i  (<t<diR)  rtcR)  qra 


Sattriya  Dance 


HTR  R?  3TTR  TJvRf:  <n<hkT  if  ^TRjcT  ^rR  ®RT  ?TTI  tRtt  Tfpf  ^fj  f  •%  ^R 
^TTR  if"  ^  3TRJRT  TR  3R^T  RfRf  wR  RcJ  3RT37  mRHcIh  |TT|  TR  ^R  RmjTT  ^Fft  wft  HTd 
%  trh  fi  ^mt%,  tjjRntt  3tsr  iRRt  m\  mm  ^  R  stRtt  mm  riR  f,  Rf  if  t^Rj 

%  WTRi  ^R  RRIoHIlf  ^rfcTT  tl 


8.  Rajaghariya  (Courtly)  Chali  Nach 

This  form  of  Chali  Nach  was  originally  meant  to  be  performed  in  the  royal  courts.  Presumably 
Chali  Nach  had  undergone  a  number  of  changes  to  be  adopted  on  some  occasion(s).  The 
costume  of  this  dance  form  is  similar  to  the  other  Chali  Nach.  However,  the  mnemonic 
syllables  resemble  more  the  mridanga  than  to  that  of  khol,  which  indicates  the  possibilities 
of  use  of  mridanga  in  Sattras. 


RlRffcW  ^fhr  '5llTT$PIT 


Centre  for  Cultural  Resources  and  Training 


9.  FfTFT  3TNt  -qf^T 


Sattriya  Dance 


Trfw  FfaT  FfrTT,  fff  Fit  gq  ffcft  sftr  Trgg  ffr  Fit  wf^i  fttoft  13tt  ft i  FfFFT  att^T  fIfft  ftt  FcjcF 

■^r  FTFfT  3TtFT  (FT  3%t)  FFT  HTfFT,  dufdW  3fk  FTFF7  ^TT  t,  ^t  ^cF  %  gTTT  FTHt  Fit  FFJF  F1TFT  t  3fk  fFFF-FTg  FTt  Ft 
FT  fHf  FTTFT  fl  FFFl  TTTF  ‘qf^T*  FT£dl^  FTFt  10-15  FTTFT  FIT  FF1  TFJF  FTFT  tl  F  3TtFT  %  Ft^  3fJc|t1IFK  FF 

f  Ft^  t  3rtr  ttfr  ft  FFtr  ft  cs'if>ff  fft  FFtri  (qfq)  ft  fftfit  ftht  Fit  ff  (fm)  Fit  fitff  ttfT  ti 

qf^pn  fifi  fIttt  f  tt^f  "ntcr  fft  f^t  (^fff)  #qr  ?t+Kc|  aftr  fiffff  TFTTTri  fft  Ft  q<FFT°Fi  %  3TFFt  'j<M4  ^qi'-cuT 
F  tFrg  ff  ■§! 

TffFFT  FtFI  FlFd  ^  FTFF  FtFFT  TfFff  TJ  Tf^RT  TFT  TFTfF  FT  Ft  3TjTKul  FITFt  fl  3TW  gq  if  fFVJ,^  g?F  FFT  FffFFF  FtFt 
■qr^cT  Ft^  fl  f^pg  ^cF  FT  FTF  fTfFF  qTq-qrp?,  FTF  ^T3Tf,  qqd  (FFT),  FTFTFFf  TT«TT  Mf^T  Fife  3FFT(f)  FT  Ft  3TTFTfTF  tl 
FT^fF  3TFTF1  F1F1  Tl  FTTF  FtFt  t,  PdTIFi  FFF1F  fFMdlFi  FFT  3T*fFg  FTF  q-k^Pd  ^Tcft  tl 

3TfFFF  FTF  t',  3#FT  gTTT  MfR  y^PlFiKl  FTF  g^TT?,  TJ1F  3TfFoqfTFFT,  FFTC,  ^P^ddl  3TtT  f^-FT  FTH  3tIt  F/iTF  Ft  FFFtF 
*t  FTTf  Hlcfl  tl 


9.  Sattriya  Oja  palli 

Sattriya  Oja  palli  had  evolved  from  an  ancient  tradition  of  choral  singing  and  interpretative  dance  forms  of  Assam.  The  Oja  or  the 
leader  of  the  Sattriya  Oja  palli  is  a  dancer  cum  narrator  and  singer,  who  interprets  the  songs  through  dance  and  also  explains  the 
contents  from  time  to  time.  He  is  accompanied  by  a  group  of  about  10  to  15  members  known  as  ‘pallis’.  They  take  position  behind 
the  Oja  in  a  semi  circular  form  and  keep  the  rhythm  of  the  songs,  by  playing  the  cymbals  and  striking  the  feet  on  the  ground. 

In  Sattriya  Oja  palli  the  choral  songs  and  the  narratives  are  taken  from  the  works  of  Srimanta  Shankaradeva  and  Madhavadeva 
and  also  from  the  Assamese  metrical  versions  of  the  two  epics. 

The  singing  pattern  of  the  Sattriya  Oja  palli  strictly  follows  the  raga  music  created  in  the  Sattras.  The  dance  of  the  Oja  executes 
both  pure  dance  and  abhinaya.  The  pure  dance  part  is  based  on  different  foot-works,  hand  gestures,  pirouettes,  elevations  and 
also  different  Mati  akhar.  The  recital  begins  with  an  akaal  pak  followed  by  displaying  of  tripatak  and  ardha  chandra  hastas. 

As  regards  the  abhinaya  part,  the  Oja  uses  different  interpretative  hand  gestures,  facial  expressions,  dialogues,  speeches  and 
also  different  gaits  and  stances. 


FTFffcFF  #F  FF  F%$TF 


Centre  for  Cultural  Resources  and  Training 


rsttdi  / 

tpj/  * 

■ 

i  m/  \  \  I 

1]  '  V' ; 

K 

\  > 

■  ■H^'  :  i  - 

^fci\ 

v.  Eg 

H 

(  M  aA^I  1 

/Y ,  ’  94l 

i|tsS| 

jCv-.M 

ll 

SB>wS 

■&£&>  '  /  f 

.  M  \*A 

|jp|j 

W  ■  I 

ciftia  n 

v  Effifll  mirr-rr 

|  !■ 

V5M>:  V 

10.  3Tferr  <ffT3TRT 


Trf^TT  ^T 

Sattriya  Dance 


3Tf^qT  'RTSTEtT  TfTTyt  RT  ITT  l  rfl  -M  TTK  t  3t(t  f*T=M  3T«f  TJcFRT  3#-RFT  R  Tk<TVy  T5RT 

t,  ^rr  1  cj wj|ci  Pc(^cih’  %  tpf-Rt&kiT  ttT  y<RR  ^Tcft  fi  J i fd ajT  %  y<vfn  TfftcT  R? 
Hle=bl^  ftuHKi  ^TTT  afTRTT  cfsJT  RTOcRcT  £RT  tcT#  HddVl  ^TZ=pf  ^  l|f  f|  f^T 

WRM  RTRRf  M-W  ^T  -ft  ^PT  ITT  Rff  13TT,  3#Rf;  TFpTPTt  %  Rtt  R  HHlT^H  TT  T3=(T 
3T^5T  Rfa  fqj  msm  RTt  3TFT  cffc  TT  RTWT  3T?TRT  3TT^TFft  RT  "TsTRT  3  TfFT  T?TFT  TT 
fTRfT  RTTTT  f,  cTTf^T  Rift  WIT  if  TTfo  |Sfi£  ^  TTTTI  TTpT  TT^ft  3TTT  ^  wfa  TT  3TFTT 
^  f  fTTTTT  fTTTT  %,  TdTRb  TTT  fWTTFT  TT  4RTI  TWt  RTcft  fl 

:  (TT )  THT  sflT  TTfcTT  TT  TTTT  (TTR)|  (Tl)  arfTTTT  TTT  ‘T-r+HUll  ^TTT’  Tf  ^TT  ITT 
^TH^f)  (tHt,  TTl)l  (IT)  TT3FFT  T  TT3-TTT  TTTtT  'JS  TRT  H  (^fHf,  RTR)  I 


T3 


10.  Ankiya  bhaona 

“Ankiya  bhaona  is  a  generic  term  in  Assamese  and  means  dramatic  composition  in  a 
single  act  depicting  the  religious  doctrine  of  Vaishnava  faith".  This  dramatic  performing  art 
with  the  display  of  dance  movements,  owes  its  genesis  to  the  one  act  plays  written  by 
Shrimanta  Shankaradeva  and  Madhavadeva.They  not  only  served  the  purpose  of  religious 
propagation,  but  also  proved  to  be  a  great  source  of  entertainment  for  the  masses.  Bhaona 
is  usually  performed  in  the  open  space  inside  a  namghar  or  a  pandat  built  temporarily  to 
accommodate  the  spectators  in  large  numbers.  People  enjoy  the  performances  from  all 
sides  except  the  eastern  one  where  the  sinhasan  or  alter  is  kept. 

Pictures  :  (a)  Entry  of  Rama  and  Sita  (above),  (b)  Krishna  and  Rukmini  from  Ankiya  Naat 
Rukmini  Haran  (below,  left),  (c)  Lakshman  with  demon  Marich  in  war  (below,  right). 
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11.  urafas  -  imfef 


Sattriya  Dance 


fefert  mai^TT  fe  ^'iwPcich  TR^Rrqf  feffez  %  Tjfeg  it  strVt  f,  ffer 

TFR-^TFH  Tfef  f,  fe  life  (5fe)  fel  cTM  fefe-fefaf)  cfTTI  fefe  fefT  fl  chdliiK  7Tfe 
TfTTFT  xn?fe  1?,  ffert  TPfe  fefe  M^cb  TPfe  djdf,  tfef  ‘fefei’  dife  if  cT?TT  TJ^i  -H MJ isl 

feft  tl  TTFR-WIR  %  TT  qFT  fe=Mf  -  =hlf^Hl  3fe  fefetl  ifefet  TT  'TRjffefT  fe  #g  cT^ 

^Rfecf  3}2^T  -qyqxsr  TPTT  feft  fl  StMTH  fe  W  3fe^-T  T  T3T  ^TTffet  afe  STdfe  ^  W 
(fefer  %  7FRR  tf  ^PRfef)  tfe  ‘STT  ifel  fl  fefet  3}fefcfe  W^\  ^fet,  TThjfcT  fe  *?TR 

fe  ^  afe  3?qffecn  fe  ifer  %  ffer  fet  ^nfeT  y-fed  ti  tpptt  ^afe^r  ’spj  £RT 
fc  TTRjfe  %  T^T  fe=nT  ^ldld-CJI  oRHT  tl 


11.  Preliminaries  -  Dhemali 

The  actual  performances  of  Ankiya  bhaona  begin  with  a  distinctive  sort  of  Purvaranga 
which  is  called  gayan-bayan,  an  orchestral  music  of  khol  (drum)  and  tala  (cymbals).  The 
artists  wear  all  white  attire  which  includes  a  white  dhoti ,  a  white  shirt  called  ‘chapkon’ and 
a  white  turban.  The  gayan-bayan  has  its  two  parts  -  cahini  and  dhemali.  Cahini  is  a  brief 
concert  or  an  intermediary  stroke  on  musical  instruments  in  between  two  concerts.  Utha 
(rising  up)  cahini  at  the  begining  and  guru  ghat  (concert  in  honour  of  the  religious  preceptor) 
at  the  end  of  the  preliminaries  can  be  seen  in  present-day  practice.  The  dhemali  is  a 
prayer  meant  to  seek  benediction,  purify  the  space  of  performance  and  overpower  profanity. 
The  idea  is  to  bring  in  the  sacred  element  for  a  performance  inspired  by  God. 
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12.  TR-R^?T 

C\ 

Rft  RfcTRmTRt  %  w^tri,  3t%rt  rtrrt  rr  rrr  rItr  -^pqro  rrt  tirr  r^ 
%  Rf#  Tr  rrjr  ^ctt  t,  f^r  Tf  ^rt  stpH'Ki  (rrtr-tri-t  %  rt  crrmr)  %  ^rt  rrr  rtr 

^  RTcT  'll  RR  It  RTf  6dlR  RTRT  |,  *jfR  RI  IRTt  ff  'JTT  I"  ^RRRKt  Rtdls!  TRT  |l  1RT  q^K 

rr  r*j  sfk  iW  Rft  tr-tt  %  rIr  wi  tKPvfd  rrcTT  |i  rr  rtthr)  rtr)  rr  RTcff  ?M  "RR 

R%RT  URT  R*J  %  3WfRK  RTT  Rt  RTRRH  RRRT  |l  3RTH  RTR  R  RR  RR  %  RTR-Rf-RTR  RRt 
TRtRT  (RTfxT  RR  RR7  RRRR7RRT  ?R)R7)  R?f  fRRR-RRJ  RR  3#-RRfRRT  tRT  |l  It RT  RTtry  if 
qjRRTTt  RTfcRTT  (HTRRT  Rtf  RcfT  RRTRT)  RTRRTT  RTR  RTeff  RfRRRfR  RTlRT  4^Rd  RRRT  I  Rft 
TTPT  RTR  VhW|'  if  oqRR  RTRRT3R  Rtf  R^xR  H  1^  RTR  TJRT  RRT  ^fcR  RfRRT  (RTR)  Rf  RTc[R 
RRRT  |l  ^RR>  RTR  %  RcR  Rt  RRR  RR  RT  RRf  RT?t  |l  ^R  RTR  if,  RTRRR:  RpT  #T  % 

fcTT  RTRR  fftcTT  I,  fqR:  3fR  RR  RSTT  RRR  ^f  RTRT  |l 


12.  Sutra-pravesha 

After  the  brilliant  display  of  dhemali ,  Sutradhari,  the  principal  character  of  Ankiya  bhaona 
appears  from  behind  a  white  screen  held  aloft  by  two  persons  through  agnigada  (an  arch 
of  torches).  As  the  screen  is  removed,  the  Sutradhari  is  seen  in  bowing  posture  touching 
the  ground.  In  this  way  he  pays  obeisance  to  God,  and  the  assembly  of  rasikas.  He  also 
invokes  God’s  blessings  through  slow  dance  movements  called  sarubhangi.  In  the  next 
stage  he  recites  as  well  as  gives  expressions  to  the  contents  of  the  nandi  shloka  (a 
benedictory  verse  in  Sanskrit).  In  the  third  stage  the  Sutradhari  recites  the  devotional 
prayer  called  bhatima  (profusely  praising  the  hero)  accompanied  by  hand  gestures  and 
dance  movements  to  signify  the  sentiments  expressed  in  the  verses.  The  later  stage  of 
the  dance  is  called  barbhangi.  In  this  part  the  dance  generally  begins  to  rise  in  tempo  and 
becomes  rapid  and  more  vigorous. 
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13.  fPJJT  <tprt  rt  rTri|  -  tirtr  rtr 


Sattriya  Dance 


fRT  3Tk  RRt-RRt  TTRRR  RT  RR  RRT  RR  Hk<*|i|  fTRRR  R  RflR  R  RRR-RRf  3  RRffRR  f|  ^Rnt  ^TTT  R^  R  WT  RT  RTRRT 

%R  RT^  fT  RR  R^RT  3TRR  i\  «  fl  RR  (RR7  RR)  3Tfc  RTIrRT  (RR  RRR  R?T  RT^/R^TTi/RRt)  RT  RR)  *Rft  %  rTr  RfR  %  RTRR  RR 

Rrf  3rk  rr  rPrki  rr^T  t'i  Irr  ^nj  rr  rr  rR  rr  rr}  trit3R  %  rtr  rttrt  %  rrsj  rrir  r?T  fi  Rg  %  rIr  rrr  rrtr  rT  rr 

R^TT  3,  RTfR  sm  fmf  Rt  RRfa  RT  RRTR  |R  ^R?T  -ft  ftfR  RRR  r  TTR  RT  RR  RtR  (Ref)  3TR  Ref  (RIRT  RT  RRft)  Rf  RRT  %  TTTR  3R>T 
^IcTT  tl  RR  RR  ^fWT  sfk  RTTfRTR  Rt  f^fRcTT  iRTR  rTcTT  t  sffc  RTRfcT  TTRTRTT  %  RR  3TTT  RR  Mr  RTRTRRT  RRR  rT  WI  f  I 

fRT  WJ\  RTRfcT  R  MRR  RRR  RW  RR  RfR  RRRRT  fRRT  RTRT  t,  Rt  3TRt  TRRR  R  RfRRT  RR  Rt  MlWT  RRt  RT  RRRt  fl  RTTcf  R  3RR 
tRRt  Rt  RR  R  RR  MRR  RRRRT  RRf  fRRRTl  RR  fw)R  fRRT3R  R  RR  t#r  R  3#-TRR  rW  %  RT  RRfrtRR  RRT  Rt  RRT  |R  RRR  fRRT  RTRT 
t  (RRHTRRR  %  RT  RRRM  RRT  R  fRRTtR  RfRjfT  ftRft  R  TPRT  RRT  Rt  RTRfcT  %  RTR)  I 


13.  Krishna  Bhangi  or  Gosai  -  Praveshar  Nach 

This  dance  of  Krishna  and  sometimes  Ramachandra,  is  the  most  significant  among  the  pravesha-nrityas  (entry  of  the  character)  in  a 
dramatic  representation.  The  grand  entry  begins  as  soon  as  the  Sutradhari  announces  the  entrance  of  the  Lord.  A  curtain  and  an  agnigada 
is  held  in  front  of  the  dancer  amidst  deafening  sounds  of  daba  (big  drum)  and  kaliya  (a  kind  of  clarionet  or  pipe).  The  Lord  then  makes  his 
appearance  with  his  companions  engaged  in  a  dance  to  the  audience.  In  a  gesture  of  obeisance  to  God,  the  audience  bow  their  heads 
touching  the  ground.  Then  the  dance  of  Krishna  or  Rama  begins  with  the  accompaniment  of  khol  (drum)  and  tala  (cymbal).  This  dance  is 
characterized  by  grace  and  sublimity  and  an  aura  of  divine  atmosphere  is  created  all  around  the  performing  hall. 

The  presentation  of  Krishna  Bhangi  is  characterised  by  the  frequent  use  of  the  unique  Krishna  hasta ,  which  is  typically  Sattriya  in  character. 
In  no  other  dances  of  India  this  unique  hastamudra  is  seen.  It  is  represented  by  placing  of  two  Kartarimukha  hasta  of  Abhinaya-darpana  in 
a  line  facing  opposite  directions  (in  contrast  to  the  two  Mrgasirsa  hasta  as  in  Bharatnatyam  or  by  placing  of  Sandamsa  hasta  as  in  the 
Manipuri  style). 
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^tt  %  fknrT  t,  kWt-kkt  wg,  sf?  =Ft  miRhhT,  ark  srt  ^fkkf 

fl  ^  dlRirM  k  ^  fl  sfk  ^  cTTef  ^  TFRT  k  ^  3TfcT  ^8FT  ^dl<Tlfkl 

^Teft-^r^rkq)  %  Ttra  strict  f^n  «  fi  tt^T  k  fe,'j\\i\-w^  %  cr^rf  ^ r 
T#lkt/^Tk#'  ktm^F  k  TT5TFTT  ^TTcTT  i?l 

^  -qFT  ^  f-  (^)  ^MHU  (IITcT  %  TJjfcT  f^TO  3Tskf  ^)  sfk 

(n)  ifdW  (TTT far  TTfFcT  ^f)l 


14.  Gopi-Bhangi  or  Gopi-Praveshar  Nach 

As  the  name  indicates,  Gopi-Bhangi  Nach,  is  the  dance  of  milkmaids  of  Vraja,  of  Yashoda 
and  other  women  characters.  It  is  full  of  feminine  grace  and  is  performed  in  a  very  subtle 
circling  movements  turned  to  by  soft  rhythm.  In  Sattras,  teenaged  boys  are  attired  in 
costumes  representing  gopis  i.e.  milkmaids. 

The  dance  has  two  parts  -  (a)  Bajanar  Nach  (dance  with  mnemonic  syllables  of  khol)  and 
(b)  Shlokar  Nach  (dance  with  shloka). 
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15.  Rgr-Rra 


TTf^RTT 

Sattriya  Dance 


fa  TRifa  r  farm  <=m4sw  %  tr  3  fafaa  altaf  %  #a  arrif  at  Raja  araT  ti  ^  if  an 
am  mj  (rrr)  ^Fft  arftffWd  aajafr  aa  aaatR  farm  w  ii  ^?a  R  araar  fpra  aral  am 
aTFT-M)^  RH  a>t  hFcldl  H'Kld  aft  dlcil  l?l  mjR  aft  RRRt  ^RfR  %  cbKul  dxdM  mj  d>£l  dldl 
t  fR  M  aRTRT  dlcH  f  fa  ^cR  %  TO  it  fmRT  3  Rm  Ran  aft  a||b|ldld  *afa  aaFR 
ft I  RTTm  aa  RRIdiHIdl  3TT^.tfu|  3^r  an  Rfojf  gRT  RTR  aft  Rajfa  gKT  Rf  dM  tl 
RR  R1  fdfclHM  RTR  Ra>  TTRR  R  RRT  Rt  RRTd  Rtct  faRT  ft,  3TRRt  Rgiaff  am  fst^'M l3dt  gTTT  RRfdR 
%  did  ddRTg  (addil)  ddl  1?l 


15.  Yuddhar-Nach 

This  presentation  relates  to  fighting  between  various  characters  as  a  special  feature. 
Accessories  such  as  gada  (clubs)  and  dhanu  (bows)  are  used  in  the  dance.  The  dance  is 
characterized  by  a  number  of  revolving  and  to  and  fro  movements.  The  bows  because  of 
the  sound  are  called  ketep  dhanu.  These  are  made  so  as  to  produce  some  knocking  sound 
during  action  in  the  dance.  The  spectacular  appeal  of  drama  is  often  enhanced  by  the 
performance  of  Yuddhar  Nach  by  some  characters.  They  arouse  excitement  among  the 
audience  through  their  gestures  and  actions,  even  without  speaking  a  single  dialogue  at  a 
given  time. 
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RTRT  3  STR^t  3RR  rRUfrT  ff  RT^-RTR  <^NJ|dldl  %  'TRRsMhT  %  RTR  RRdldl 
pf^R,  3TOR  Pf  Rt  3M(  ff  RR7  ftcff  3  RRfR  %RT  RTdT  fl  R^  ^dR  JdlPdd  RT  Rpcft  % 

TR  RRT  3RfRT  RR  3PJ  fRR  R7f  RTR  3TRRT  RR>IR)K  #f  R?t  RRfR  R7RTT  fl 

#RR  VlRH^R  %  3TR^T  RTTRT  %fcT  dldld  RT  RR  RT^T  3?k  RTRR^R  ^  3TR^T  TR  ^R  gTR  fR 
TpR  ^  hPtPrcI  RHRIRII  rr  h6cR^[  f  1%  RTR  ^ft  RTf  ■U'Hdldl  3  RRT  TFjqfRRR  f|  RR  Rteft, 
RT  RTRRR  ^TM  RRT  'H'ld^lldl  %  3RJRR  Rf  RRRff  f,  R^RffRT  RRR  %  ^WR  RR 
^TTTR  ^  RR  ^  ^Rt  RT  RTRlftR  tl  cRTRR  RRt  RRTR  RRT  RTt  RRdldl  R7t  3TRRt  tl 
RRffRRT  RfRTg  t  -  RptsHMId-RR  RTf  TWdldll 


16.  Rasa  Nritya 

Rasaleela,  like  its  counterparts  in  India,  associated  with  the  well  known  episode  of 
Krishnaleela,  is  performed  in  its  own  specific  form  in  Assam  too.  The  dance  represents  the 
communion  of  the  individual  soul  in  the  form  of  the  milkmaids  or  gopis  with  the  super  soul 
that  is  Lord  Krishna. 

Shrimanta  Shankaradeva  through  his  play  Keli-gopala  or  Rasa-krida  and  Madhavadeva 
through  his  Rasa-Jhumura  introduced  this  dance.  Significantly,  Radha  is  absent  in  the 
Rasaleela  of  a  Sattra  style.  This  style  may  have  been  prevalent  here  in  accordance  with 
Bhagavata  Purana  and  Bhagavadgita,  as  the  theology  of  Assam’s  Vaishnavism  is  firmly 
based  upon  it.  Almost  all  the  principal  Sattras  have  their  own  style  of  Rasaleela.  The  most 
famous  among  them  is  Rasaleela  of  Dakhinpat  -  Sattra. 
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(rt)  7JRRR  RRRp  (RTR,  HRpfP)  M^Hdl  if,  Rp  RpRp'  3}pT  PP  RpRp  ?PrP  t  3TpT  ^RP  ^  3pR  FRTP  RP  PlR>Hl  if  RT  fM  RRTT  ^  TTTR  ^ 
RRTR  RRRp  R7T  Rp#  R7T  3TfRR  RTR  ^  RTp  3TpT  Pd^dl  ^PcTT  fl  R?  TRpR  Hmi=t>  M6idl  t,  fRTRT  RRcR  (r|)  %  PRTT  RRR  RR>  ^  3TraT  I371 
RRRTT  RTpT  3pfr  RRT  RpPf  37TcT  RTRT  fdRTf  fTRP  RTcTT  RRT  WRIT  (’^jfP)  ^tcTT  ifl  R?  RRRRp  (RR7  RRRR^,  PRRR  HIcPl-RfR  Hd=Pl  RTp 
dP^I  ■fPcft  f)  3^1^  TRfc  FT  RT  RTcTT  RFTTT  tl 

(tr)  cpny  Rip  Ml^||ch  Pf  RR7  RpRf  7R  R?P  RpRp,  T^PTp  Riff'  RTcTT  RpcTT  RT  RRcTT  RTR:  -  ITfTRTcTT,  RT  R7RT  %  RTR  RR7  $Tp  TpPcTT  f,  dl-f  ^ld  RT  Tp-lpT 
^R  -  d> ITc'TT  RTp  pRTWP  Rf|RT  3ftT  R7RT  RffRT  (R7RTRT),  RfT  RTI  RTcTT  1R7T,  ^TcTp  RTP  RTcTT  RRT  IJT  RR  dUj  RTcTT  fl 

(r)  j h Pm ri  rtP  'PmiR  Pi  rrt  rPctt  rrrt  (grP),  rrt  IrrTr  rr  ff  ■hP^ci  fw  rrrt  ci'pT'P  rtctt,  ^ndl  rt  rrt  rttP  rt  rtrtrt  (rtrrtiP),  ri<Pi 

Riff  RT  RTTcTT  RT  RpRTT  ®dl<id,  Rp  T|H£(P  RT  R<PPd1  cTR  Pf  Rp^d  ^PcTT  fl  RTRp-RTRp  RpTRp  RTp  RTRRRRTTT  R  vSH^Rcldl  RT  M  TFf  1^  RRT 
R#pR  RRf  fRT  RTp  RRTp  ^1  RRRfR  Pf  cTTRT  RTcTT  ifl 


17.  Ahaarya 

a)  Sutradhara  wears  a  turban  ( pag ,  paguri)  with  upright  sides  and  slightly  protruding  in  the  front  or  in  a  style  similar  to  Mughal  emperor's 
head-gear  with  the  back-end  of  the  turban  protruding.  He  wears  a  white  costume  consisting  of  thin  coat  coming  down  to  the  waist 
(phatau)  without  collar  and  a  skirt  (ghuri)  with  very  broad  bottom  ends  coming  down  to  the  ankle.  He  wears  a  karadhani ,  a  waist-band 
with  hanging  strings  of  pearl-like  beads  and  a  white  necklace  or  garland. 

b)  Krishna’s  costume  consists  of  a  yellow  coloured  dhoti,  bukuchola  -  a  small  black  or  blue  coat  with  quarter  sleeves  and  coming  only  near 
the  waist,  cross  bands  and  waist  bands  of  broad  silvery  or  golden  lace  -  a  tangali,  mukut  with  a  peacock  feather  and  garland  of  flowers 
and  finally  a  pair  of  brass  nupur  -  anklets. 

c)  The  costume  of  the  gopis  consists  of  a  loose  ghagra  (ghuri),  a  specially  decorated  riha  or  wrapper,  tangali  or  a  brocade  waist  band,  a 
black  or  blue  blouse  with  short  sleeves  and  decorated  with  golden  or  silvery  lace.  Sometimes,  a  thin  veil  is  used  to  cover  the  head 
depending  on  the  necessity  and  appropriateness  of  the  characters. 
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3Ti^Rff  ti^rt  %  %nr  31%  Mwz  3tct%  an^piff  ^rttt  wfrn  %  RT i  R%t  t ,  £MiTt>  it  3%qr 

f%?T  T  xf%  %  ^TRT  3R  WThT  R  fl  3TP£1W,  ^  cT«TT  T%  =bdl+KT  ^eft  3  %rfw  TR  %  f%R  fl 
WfcTTsff  %  an^niff  3  w^i  (%%  %  ^tr  %  stp^pt-  trr  ^t  3trtr  %ttt),  %%q  -q^,  3%  ^TFTf  % 

%rc;  qdin/i  (t-t  Tta,  f^r%  #q  3  ^qt-tfft  gr^rr  %wt  %ttt  i),  w#,  %t  t,  ¥iw 

(RSTt  %  %nr  RT%  %t  ^I*Rt  (^TR5R)  3%  331  3TST^T  HN®H,  3TT%I 

T%  <=be1l=hK7  %)  3fiw  ^3  STT^nrff  3  %%  (%R  %)  7TR%  %  few#  %t  3TTf%T  %  3TT3)RT) f  ^%eT  (%t  fe%cf 
^Fff  3  "q^r  ^),  RR-wr,  %m  ^7  ir%  3%  ^  %  %tt  s%t,  3^1^  (cmi^Y  %  %%  crh),  tot-rr 

(%%  RT  RT%  %t  RTR1  %t  cf%)  3%:  %T%Rt’  %t  RR7TT  %t  ^jfeiff  TTT%eT  f  ^  %%  ■qTcRTT  3TT3%,  RRR3TT  3TFj3t 
RRT  3TT  3TFJ3t,  3TTf%  I 


18.  Ornaments 

As  for  ornaments  a  wide  range  of  special  Assamese  ornaments  are  used  for  Sattriya  dance,  although  number  of 
them  are  no  more  in  use  due  to  non-availability.  The  ornaments  are  distinctively  different  in  style  for  male  and 
female  performers.  As  such  the  ornaments  for  male  performers  include  makarakundala  (lizard-like  ear-ornaments 
of  gold),  lokaparo,  unti  and  long  keru  for  the  ears,  matamani( a  lace  with  a  drum-like  golden  bead  in  the  middle), 
satsari  for  the  neck,  gamkharu  (silver  bangles  for  the  hand),  karadhani  (waist  band)  and  nupur  or  anklets  etc. 

The  ornaments  for  the  role  of  female  dancers  include  jethi  (lizard  like  ornaments  to  decorate  the  head),  kundala 
(which  were  worn  in  the  perforated  ears  ),  gol-pota,  jon  biri,  dug  dugi  and  bena  for  the  neck,  muthikharu  (bracelet 
for  the  wrists),  nak-phul  (gold  or  silver  nose-pins)  and  a  variety  of  finger  rings  namely  jethipotia  aanguthi,  bakhorua 
aanguthi,  uka  aanguthi,  etc. 
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^3Tf  %  kkz  3TRTR  R  ^RfkkTTT-  rk?NHH,  xkfT,  cJ8J,  *Tft,  ^TW,  dddK,  ^TMT,  sfkfT,  RTT,  fkfJTf  afft  k  3F?T 

■g^zf  (tjm)  kf  qRMddi  ^  w  kkf  %  TfTpknrr,  ^Tr  -<ps  kfcTTarf,  argr,  tt^trt  sfk  #i,  krk*r  ^aff, 


^FT  *ZfFT  3T[’cbkd  ^Rcft  fl 


19.  Mask  making 

The  Green  room  as  it’s  name  signifies  is  a  house  for  keeping  model  works  (pusta  in  Sanskrit)  such  as  life  size  representation 
of  animals  and  other  inanimate  objects  -  chariots,  throne,  mountain,  tree,  bows,  arrows,  sword,  javelin  spear,  club,  trident, 
shield  and  such  other  objects.  The  masks  (mukha)  are  generally  used  to  represent  super  human  characters  such  as  certain 
Gods,  asuras,  demons  and  also  birds,  various  animals,  reptiles  and  so  on.  The  actors  representing  these  characters  wear 
these  masks  with  matching  wings  or  tails.  The  masks  and  the  effigies  are  usually  made  out  of  clay,  wood,  bamboo  and  cloth. 
Special  care  is  taken  in  making  them  light  in  weight  to  enable  the  actors  to  move  with  ease.  Another  added  attraction  in  this 
field  are  the  queer  masks  for  the  jesters  or  bahuwa,  also  made  out  of  clay,  cloth,  rough  paper  and  bark  of  trees.  These  masks 
for  head  and  face  are  usually  smaller  in  size  than  other  masks.  They  are  carved  out  of  wood  and  hard  bark  sheet.  Paints 
used  in  colouring  the  masks  are  usually  prepared  from  natural  sources  such  as  hengul  or  sindura  (vermillion),  haital  (yellow 
arsenic),  indigo,  geru  mati  (brown  ochre),  lamp  black,  collyrium  and  mica  dust.  Monks  who  were  specially  assigned  the  task 
of  making  masks  were  known  as  Khanikars.  The  store  room  or  green  room  of  any  Sattra  often  draws  the  attention  of  any 
visitor  with  eye-catching  display  of  rows  of  readymade  masks  with  names  attached  to  them. 
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3  yrn  ^ff  cT^hHl^h  cR?'  ^  T^f  if  crf%  R^RT  ^FT  StjHMH 

^Rcft  tl  ^  ^  T^t  %  %TT  TrfW  Refer  sfht  3Tf^TT  r=fR  ife,  W  -  RfeR,  feeTT, 

Tftefr  3rk  TfTcT  RR  RTRfe  Rrfe  tl  ^R  ife  Rt  feffelR  SRjRTcff  if  ffeRT  RR  ferfRR  RTJjf  Rrt  Rl^dl 
^PcT  Rrt  RfTcft  tl  TH  fefe^  %  fcRT  RHMddl  RRRfe  if  RfT f  W^f  RTcTf  SfmTT^R  TTPnfT  f- 
t^eT,  Sidled,  Rfef,  RcT  (fefer)  ife3TT  Rffe,  +Nd  3fk  3FRR7  ^nfl 


20.  Make-up 

The  technique  of  make-up  in  Sattriya  dance  closely  follows  the  tradition  as  enumerated  in 
the  Natyashastra.  Four  elementary  colours  viz.  white,  blue,  yellow  and  red  are  used  by  the 
Sattriya  dancers  and  actors  for  painting  the  face.  Pigments  of  different  hues  are  obtained 
by  mixing  them  in  different  proportions.  The  basic  materials  used  for  the  purpose  were 
generally  hengul  (vermilion),  haital  (yellow  arsenic),  nil  (indigo),  dhal  (chalk),  gerua  mati 
(brown  ochre),  lamp  black  collyrium  and  mica  dust. 
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21.  RRfa-RTR 

RfRRT  7TR  %  RZR?ft  yRldldRUI  if,  TJRT  RT  TRfRT  (T-T  RRTg  ^TZj)  RRRR  Rpldl4  fl  1RTR  Tt  P(}RtR  4eMI^K  RTR  t  sffc  ^R  4uf4l4f  4? 
RRTRT  f|  RfRRT  RpffR  if  RpHdl4d:  WPl  if  cTTq;  RTR  RTR  RRfpRF  -h4hM  RR  RTR  FF4  t,  RT  f RR  M  %  cTM  RTR  f ,  W  -  “Udld, 
Mlcildld ,  ^ildld  Rfc  RRfR  Rift  I  RR5  RRf  if  'HfVd ^uf  R^ff  rt)  THTcT  if  RTRt  if  mi  (difzt-^M  RTRT  if)  ^HdVl  if  dldl  dldl  Rl  Mdfd) 
RR  sfk  RPRR  Rft  TRT  W1  iRRTRRT  t  -  ^  fd^l'ld  RRT  (RmT,  H+RKl)l  RTR  RR  RT  P[RT  RRRT  3RR  RIHRpf  +  RRT  %  dHd  r4  dld'dl 
Rr4  %  %tr  RRRTR  if  RTRT  W1  fl  RRRft  RT  RTfRRT  (RRf4)  3TR  RR7  ^-T  RTR  t  Rfc  ^  ^  f\  RRT  if  cSh4hi  if  dldl  dldl  tl 

RTRfRT  URfRl  if  R11R  RR  ^  RT)  fRRR  RT  RRTRt  odP+dcdT  %  RRRT  Rpf  dld'dl  RR4  %  fRR  Sh4Li  if  RTRT  RTRT  tl  RpF  3RR  RR  RTR  dlP<dl 
RR  3^q  pf  rr7  TcpqR  if  cRIMR,  ^R  Tt  RRRlR  if  RTTRT  RTRT  RTI  ^ft  M  3RRf  %  RTfRcR  if  tRRR  ^R  RTR  IRTR  %  RRRFT  %  RRR  if  Rt 
fRRTRT  tl  dd  if  TTfRRT  pjcR  RRjpR  if  RRR  fdd  RT^f  Rdf  RTdf  if  df^ct  sffc  dldPdd  RR  RRRTR  RR  RRT  Rl 

fRR  :  (RT)  did,  Rdt  (RRgtt)  R  RRRTp  (RRR,  RTtf)  I  (d)  RRT  (RRR,  RTR)l  (r)  RRTTd,  RTRt  RTd  RR  RRTRT  (RtR)l 


R7  d  R 


21.  Musical  Instruments 

In  dramatic  performances  of  Sattriya  dance,  the  mridanga  or  khol  (an  Avanaddha  vadya)  is  almost  indispensable.  The  khol  is  a  two 
faced  cylindrical  instrument  and  played  with  the  fingers.  The  most  common  Ghana  vadya ,  which  is  invariably  used  in  Sattriya  music  is 
the  different  kind  of  tala  (cymbals),  namely  -  bartal,  patital,  khutital  and  manjira.  The  nagara  ( nageri  -  in  southern  India),  in  pairs  are 
used  in  some  Sattras  to  accompany  devotional  song.  A  huge  daba  (kettle  drum)  is  a  common  feature  in  every  Sattra  and  Namghar.  It  is 
usually  used  to  announce  the  time  for  worship  or  other  community  service.  The  kali  or  kaliya  (pipe)  is  a  rare  instrument  today  and  is 
used  only  in  a  few  Sattras. 

Shankha  (conch-shell)  is  used  to  announce  the  entry  of  august  personages  or  victory  in  a  war  in  a  bhaona  performance.  Another 
stringed  instrument  sarinda  was  widely  used  in  Assam  at  one  time.  Similarly  mention  has  been  made  in  literature  of  Assam  regarding 
the  use  of  a  sitar  like  instrument  called  rabab.  Lately  a  tendency  seems  to  have  grown  to  use  flute  and  violin  in  music  accompanying 
Sattriya  dance  performance. 

Pictures  :  (a)  Khol ,  Banhi  (flute)  and  Kaali  (above,  left),  (b)  Daba  (above,  right),  (c)  Bartaal,  Pati  taal  and  Nagara  (below). 
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RfRRT  gRT  29  RRTRT  RRT  TJPTR,  15  R^Rd  RRT  g^TR  3jh  32  gR  RRT  dldlh  R  RTTg  fl  RTRTfRT  RTPR  R  RRT  'gpTRT  %  RTR  M»-F1  grR 

pfrR-wfr  3  ^RriHstd  pptt  3  fRRT^-RgKt  t  fRRj  rfr)  rptrp  (rrt)  afk  rtrtr  rttr  fRR  ti  fRR  Rt,  RfgpR  p*W  3  rt®  rrt  gpTRr  rp  r4p  RfRRT  grR  R 

RRRRT  RRT  gpTRf  3  RPR  RRRT  fl 

RRTRT  («RR),  3rNfr,  ffpiui,  PpMR^I,  r4?M,  3RTTRRR,  R^P,  RRT  RTfp  RRT  PTPRRTTRT,  RfRPR  P^H  RRfrT  RPTRTT  RRT  RRTgRRTTRRTt  -  ^R  RTTR-RRRT  R  RfcfR 
RRT  RTRf  Tt  RPR  Riff  fl  RTdTfRi,  RRT  dR^dRdd  RTTR-RRRT  3  PdMdlR  RRT  RT)  RfRRT  R  gTR  %  RTR  if  RTRT  RTRT  fl  RfRRT  RP  RpHg<3  RRT  RvPRT  RRT  fRRTR# 
%  RpfffgR  RTt  RFTT  if  RPR  TRRT  fl 

■gat  RRT  RFftR  RRTRTT  RTt  ‘gfe’  3  RPR  RRRT  fl  TJ?ft  RRT  RTPRPTTRT,  RRlR  TRTTRTT  3th  RRT  g+dNcdl  R  Rf%  gvfigTd  Tt  RPR  RRRT  fl  RTPTRT  RRT  RTTR-RRRT 
%  ■gRRW  RRT  RP  RRpffR  RRTRRP  ||  rr)  RRTTT  RTR,  RPR  RRT  RP  RRTRfR  RRTRRP  fl  RTp£  RPdPlRR  pHdgtR,  fRPJR  sftr  R^RlfR  RP  3#-TPR  P+P  R  RcR^tTR 
t  RRT  RRRP  RPRtR  RfRRT  VWrt  3  Rf  fl  RRTgRRTTR^ff  %  gPR  TTTTgTR,  RTfPPRT,  3TR7PT  RRT  RRtgTR  RP  RfRRT  R  RRRTR  fl  RfRRT  %  RRgTR  Rif  3RR  RTfR  RRRT 
"ff  RRTRT  %  RTR  Tt  RTPT  PTRTT  fl 

RRTRRR  RR  ft  RRRtR  3  RTTf  RT^T  RTeff  RT®  RRRR  RRTgpTg  f-  RTRRTt,  Rpfrp,  RfcP,  g^Rge,  RRR,  RRPR,  RPR,  RPgP,  RTRT,  %R,  ’g^R,  RRTRT,  ?TRTfpl 
RfRRT  ^tRff  R  RRRfR  fRPT  RT^T  %  %R  fRRTR  RR  ^T  fpRffcT  gTR  fRT  f-  RT^,  RRT,  RRf,  5PPTR,  31^RT,  c#T,  RffpRT,  RRRTR  (RRTgRRTRRft ) ,  RTRTRT,  R>c1ri,  RTRT 
(gR?M  %  RgRTT),  RfRTRfRRRRfTR,  RRTRRRTR  (RTPRPTTRR,  RRfR  RRTRR  ^T  3TgRR)  I 

fRR  :  (RT)  RTTRftRfp  PJRRT  RTpf  RRT  (RPR,  RTR)l  (T3)  ‘ggR  RRTRPT  (RPR,  PTR)l  (R)  RRTRT  RRT  PRTR  TR  RfRRT  (Rf^T,  RTR )  I  (R)  RRRR  (pf^,  PTR)l 


22.  Hasta 


Sattriya  dance  employs  29  single  hand  gestures,  15  combined  hand  gestures  and  32  Nritta  hastas.  Although  many  of  the  names  of  the  hastas  resemble  with 
those  mentioned  in  different  dance  treatises,  the  formation  and  application  of  the  same  vastly  differ  from  them.  However,  the  description  of  a  few  hand  gestures 
in  the  Abhinaya  darpana  closely  resembles  some  of  the  hastas  used  in  Sattriya  dance. 

Hastas  such  as  Patak,  (Dhwaja)  Ardhachandra,  Sikhora,  Padmakosa,  Sarpasira,  Alapadma,  Satura,  Bhramara,  etc.  resemble  the  hastas  with  the  same  names 
as  described  in  treatises  like  Natyashastra,  Abhinaya  Darpana,  Sangeet  Ratnakara,  and  Hastamuktavali.  However  the  Tripatak  hasta  as  appears  in  the  above 
treatises,  is  known  as  Phut  in  Sattriya.  The  Asimukha  hasta  of  Sattriya  resembles  the  formation  of  Kartarimukha  of  Hastamuktavali  alone.  The  Muthi  resembles 
the  Musti  of  Sangeet  Ratnakara.  Suci  resembles  the  Susimukha  as  described  in  Natyashastra,  Sangeet  Ratnakara  and  Hastamuktavali.  The  Sasaka  hasta  is 
a  local  variation  of  the  Mrigasirsa  hasta  of  the  treatises.  Similarly  Saraha  is  a  local  variation  of  the  Sandansa  hasta.  Besides  Singhamukha,  Trisula  and 
Ardhasuchl  as  mentioned  in  the  Abhinaya  Darpana,  have  their  use  in  the  Sattriya  style  too.  Four  hastas  viz.  Krishnasarmukha,  Ghronika,  Ankusa  and  Tantrimukha 
of  Hastamuktavali  are  used  in  Sattriya  too.  Hansamukha  of  Sattriya  is  known  as  Hansasta  in  the  other  treatises. 

Some  of  the  combined  hand  gestures  which  are  in  use  traditionally  are  Anjali,  Karkat,  Dole,  Pushpaput,  Matsya,  Gajadanta,  Samkha,  Samputa,  Paso,  Moira, 
Mu  jura,  Jalak,  etc. 

The  Nritya  hastas,  characteristically  meant  to  be  used  in  Sattriya  style  are  -  Hayre,  Sota,  Vansi,  Pranama,  Archana,  Lola,  Lila,  Pallava  (Hastamuktavali), 
Salana,  Ketela,  Lata,  (as  in  Mrigasirsa)  Natinipadmakosa,  Alpallava  (as  in  Natyashastra,  Sangeet  Ratnakara),  etc. 

Pictures  :  (a)  Hayre  hasta  which  denotes  blessings  (above,  left),  (b)  Mujura  which  denotes  namaskar  (above,  right),  (c)  Patak  hasta  which  denotes  colour 
shyam  (blue)  (below,  left),  (d)  Pallava  (Hastamuktavali)  (below,  right). 
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^  <+>14  'PTRr  RRTT  ■jfRTT  fl  Trf%RT  T[  3  RTTR  WFT  RRl  RfT  Tf  ^ 

TJPRT :  TJPT  TJJT,  Wf(  Rfo  SfTft  if  f^5T^  f  sffc  ^  ^I'dh^dl  'Tft  31fffw  TTTR  #t  RTR 
ddlcH<*>  Rfd^H)’  vjt  frf^T  rrr  f| 

^r  ^|  *$,  rrM,  xpRRt,  ^TlHl^d,  ^fttcT,  t^ldl  'fl-dldW,  ^ffitchi,  ^T^TPfRT, 
,  3TK  fcdlRl 

3TlW  ^JRT  ^  3?RT  codicil  fl  ^  MR  ^  3TRT  t’-'3TT  TTtTT  (MUtflA)  7p) 

RmT  y^Fci  3rtrr  (Rr^lRid  ^t)i  tpr)  rj^  -HWMd:  tRr  f^rfR  ^r  3TRR  ti 

:  RF)  3RR  ^  (TTR,  RTTi)|  (g)  ^preft  ^Mortal  (RTR,  RTIt)|  (r)  RTRTRt  (rHt,  RTR)l 

Rt)  Rrrtft  (Rt^,  rjtt)  i 


23.  Foot  Work 

In  Sattriya  foot  work  is  called  Bhariman.  The  large  number  of  foot  works  used  in  Sattriya 
dance  are  basically  evident  in  the  basic  stance,  cadence  of  movements  etc.  and  they  also 
determine  various  rhythmic  patterns  as  well  as  nature  of  stylization. 

Some  of  them  are  Juti,  Leseri,  Kasori,  Bogolikhuta,  Chirol,  Khubali  Picholoa,  Chitika, 
Nupurcholowa,  Borjuti,  Ad  Juti,  Kerepi  etc. 

The  basic  stance  position  of  Sattriya  Dance  is  called  Ora.  There  are  two  types  of  Ora  - 
Purush  Ora  (male  stance  position)  and  Prakriti  Ora  (female  stance  position).  All  foot  work 
generally  start  from  this  Ora  Position. 

Pictures  :  (a)  Ad  Juti  (above,  left),  (b)  Khubali  Pichoioa  (above,  right),  (c)  Kasori  (below, 
left),  (d)  Leseri  (below,  right). 
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24.  TFT  OTFTffF  TTR# 

Fr'-THI  TFT  3ffc  TsKHH  FTFT  FT  FTFTffF  FFT  FtcT  3T%FT  FTFTFT  %  3?fFF  FTF  FTT  TJFT  FTF  TTFT 
tl  TTTFFFFFT  fF  FtF  FTf,  FFTF  FffFT  ^TTT  FF  FT  FTTjfcT  ^TcF  £TF  Ft  FTcft  fl  TFT  F  FTF 
FTFlftF  fF  FtF  FTT  FFT  TFT  F  FT^F  fFTFT  FTFT  fl  fTpfr  3TF  F  TJFFTT  FTFT  FJV  TW^TIdl 
t  3^T  fFF  FFT  FFTfFT  FteTFT  f,  fFTFT  F1ZFT  affc  FTFFTFTTT  FTT  FTF  FfFT  tl  FTTFF  FFT  FT 
FTFFT  FTT  3TF  FTFT  tl  FTcFlfF ,  TFFT  FTC  Ft  ‘TjfsFF-FFFT  FTfFFT’  FfF  FTFT  FTFT  t,  fFFFT  IFF 
F'g  F  FT?fFT  FFt  FTFt  t  %  TTTFfF  %  ttTH  ft  ^  TIFTTT  FTf  F[FT  FTf  FTFT  fFTFT  FTFI  FTF 

Ft,  FFfFtf,  3TfFFFT3ff  sftT  TFTtFFFff  %  FTFFFT  Ft  FT«tFT  Ftt  FTcft  tl 


24.  Raga  based  presentation 

A  song  based  on  Kalyan  raga  and  Kharman  tala  forms  a  part  of  the  final  stage  of  an  Ankiya 
bhaona.  Usually  this  song  is  accompanied  by  dance,  performed  by  the  chief  characters 
present  on  the  stage  or  arena  where  the  performance  takes  place.  The  Kalyan  Kharman  is 
performed  in  a  fast  rhythm.  At  the  end  of  it  the  Sutradhara  explains  the  narrative  and  then 
utters  a  shloka  mentioning  the  name  of  the  drama  and  the  play  write.  Practically  this  is 
where  the  drama  comes  to  an  end.  However,  even  after  this  a  song  known  as  ‘ Mukti-mangal 
Bhatima’  is  sung,  where  prayer  is  offered  to  God  to  forgive  any  kind  of  lapse  occured  during 
the  performance  and  also  for  the  well  being  of  the  audience,  actors  and  musicians. 
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